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PREFACE. 


The  translation  of  the  'Laokoon'  in  this  volume  is 
labetantially  that  of  Mr.  E.  C.  Beasley,  formerly  of 
Wadham  College,  Oxford,  published  in  1853,  the  merits 
of  which  have  been  generally  acknowledged.  For  this 
edition  it  has  been  subjected  to  a  complete  and  careful 
nvision  with  the  object  of  making  it  as  accurate  and 
literal  a  representation  of  the  original  as  possible.  A 
Bynopsis  of  its  contents,  which  it  is  hoped  will  be  found 
useful  in  a  careful  study  of  the  work,  has  also  been 
prefixed. 

The  other  contents  of  the  volume  are  due  to  Miss  Helen 
Ziiniiiem  (author  of  '  Arthur  Schopenhauer ;  his  Life  and 
lu8  Philosophy,'  and  'G.  E.  Lessing;  his  life  and  his 
Works '),  who  first  suggested  the  publication  of  an  English 
veision  of  the  '  Hamburgische  Dramaturgic,'  somewhat 
Abridged  by  the  omission  of  passages  unlikely  to  interest 
loaders  of  the  present  day,  and  who  kindly  undertook  the 
I7  no  means  simple  task  of  selection  and  translation. 
The  essay  on  ''How  the  ancients  represented  Death," 
which  has  a  close  connexion  with  a  portion  of  the 
'Laokoon,'  is  also  translated  by  her. 
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y  INTRODUCTION. 

•  .  .  . 

i 

THOmM  there  is  no  TvUter  whoise  works  may  16  more 
advantageously  studied  as  a  whole  than  LessingV,  there 
.are  f6w  of  equ:^!  impbrtance  who  ate  known  in  this 
ooimtry  in  so  partial  and  firagmetitar|^  a' manner.  Various 
translalioiis  of  'Nathan  der  Weise'  and  *Minntt  von 
Bamhelin  "*  have^^t  is  true,  (exhibited  him  &irly  enough 
as  si  d^ramatist  of  pure  style,  refined  htrmoui^,  and  liberal 
ihoiight;  at  the  sa^^'titixe  another  claiss  of  readers  has 
had  tiiote  than  one  bji^pioKtinity  of  studying  the  treatiise  on 
the  *  Laokoon,' and  admiring  his  vigorous  and  suggestive 
style  of  criticism  and'  wide  scholarship,  which  must 
always  give  it  a  literary  interest  whatever '  substantial 
value  may  be  assigned  to  it.  But  such  an  acquaintance 
with  isolated  pieces  hardly  allows  a  reader  to  estimate  their 
real  value,  tad  still  less  does  it  afford  him  an  opportunity 
of  co-ordinating  the  positions  of  Lessing  the  dramatist 
and  Lessing  the  critic,  and  forming  any  definite  notion  of 
his  true  place  in  literary  history.  To  do  so  demands  in 
any  case  some  general  knowledge  of  German  literature,  but 
wliilst  Goethe  and  Schiller  have  become  duly  appreciated 
in  this  country,  their  great  precursor  has,  amongst  general 
readers,  been  little  more  than  a  name  to  those  who  were 
even  so  far  acquainted  with  him.  Two  interesting  bio- 
graphical works  by  Mr.  James  Sime  and  Miss  Helen 


viu  lessing's  pbosb  wobks. 

Zimmem  have,  no  doubt,  done  much  to  dispel  this  ign 
ance,  and  paved  the  way  for  a  wider  Btudy  of  Lessin 
own  work,  and  the  publication  in  the  series  which  co 
prises  this  volume,  of  a  translation  of  all  his  complel 
dramas,  has  given  English  readers  an  opportunity  of  es 
mating  his  merits  for  themselves  in  this  particular  pa 
of  literature.  But  inasmuch  as  these  dramas,  a  lai 
proportion  of  which  were  composed  in  his  youth,  i 
very  &r  from  representing  the  substance  of  his  mc 
mature  work,  a  selection,  at  least,  from  his  prose  writin] 
in  which  of  course  the  '  Laokoon '  must  be  included, 
absolutely  necessary  to  give  any  adequate  notion 
Lessing's  achievements. 

The  main  bent  of  his  mind  was  essentially  critical,  a 
this  fact  is  sufficient  to  account  for  the  modified  degree 
recognition  which  he  has  met  with»  A  critic  merely 
such  cannot  be  a  popular  writer,  and  the  necessity  tl 
the  results  of  his  labours,  so  far  as  they  are  efifoctive,  mi 
be  appropriated  and  absorbed  by  succeeding  writers  hai 
further  tendency  to  limit  the  duration  of  any  fame  tl 
he  may  have  acquired  on  the  score  of  them.  That  Lessii 
notwithstanding  this,  is  known  as  the  author  of  soi 
pieces  that  are  in  the  truest  sense  popular  is  due 
qualitiefii  not  strictly  critical,  or  necessarily  coexistent  wi 
the  clear  insight  and  independence  of  mind  which  fore 
him  to  analyze  afresh  and  probe  to  its  depths  any  subje 
that  came  within  his  intellectual  grasp.  It  is  the  facul 
of  invention  to  which  are  due  such  creations  as  Naths 
Minna,  or  von  Tellheim,  and  the  strong  infusion  of  persoi 
character  which  gives  to  his  didactic  writings  the  chai 
of  essays,  whilst  they  have  the  weight  of  treatises,  tL 
constitute  his  claims  to  popular  appreciation. 

But  whilst  Lessing  is  thus  preserved  from  classificati' 
in  the  unattractive  if  not  unfruitfal  order  of  minds  th 
are  "  nothing  if  not  critical,"  it  is  no  leM  a  fact  that  1 
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animating  motive  in  almost  all  he  wrote  was  a  distinctly 
fflitical  purpose.    Though  we  may  not  accept  literally  the 
modest  estimate  of  his  own  powers  which  he  has  given  at 
the  dose  of  the  '  Hamburg  Dramaturgy/  we  are  forced  to 
admit  that  he  regarded  such  a  purpose  as  conducive  to  all 
good  writing.    "To  act  with  a  purpose,"  he  says,  "is 
what  raises  man  above  the  brutes;    to  invent  with  a 
purpose,  to  imitate  with  a  purpose,  is  that  which  distin- 
g^uishes  genius  from  the  petty  artists  who  only  invent  to  | 
invent,  imitate  to  imitate."^    This  may  appear  at  first 
sight  difficult  to  reconcile  with  the  dictum  of  a  greater 
inventive  genius  if  a  less  profound  theorizer,  with  whom 
modem  critics  at  any  rate  will  be  more  disposed  to  agree. 
Goethe  has  said,  "  a  good  work  of  art  may  and  will  have 
moral  results,  but  to  require  of  the  artist  amoral  aim  is  to  ^^ 
spoil  his  work."'    It  is  true  that  he  here  speaks  of  a  dis- 
tinctly ethical  purpose,  whilst  Lessing's  statement  may  be 
coloured  by  the  particular  occasion,  the  criticism  of  one 
of  Marmonters  Tales  applied  to  a  dramatic  purpose,  which 
called  it  forth,  and  that  it  is  modified  by  limitation  to  the 
chief  characters  of  such  a  work ;  but  the  two  proposi- 
tions no  less  indioate  a  wide  opposition  in  the  points  of 
view  from  which  a  work  of  art  may  be  conceived  of. 
Without  entering  further  into  the  question,  it  is  enough  to 
lay  that  Lessing  approached  all  aesthetic  subjects  in  an 
attitude  of  mind  which,  while  thoroughly  independent  and 
natural,  erred,  if  it  did  so  at  all,  in  the  stringency  of  its 
requirements. 

Such  a  frame  of  mind  was  well  suited  to  the  time  in  which 
he  lived,  if  indeed  it  may  not  be  said  to  have  been  produced 
hj  it.  He  found  his  coxmtry  with  a  language  excelling  in 
force  and  individuality,  but  with  no  literature  worthy  of 
it—and  adopting  in  default  a  foreign  literature  not  only 

>  Bee  p.  827.  '  Dichtung  und  Wahrheit,  iL  lU. 
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unsuited  to  the  character  of  its  people^  but  also  aiming 
false  aesthetic  ideals.  The  French  tragic  writ^BB^  whc 
stilted  masterpieces  were  naturally  repugnant  to  an  n 
sophisticated  and  undrilled  Teutonic  mind, '  wtire^  al 
found  wanting  when  weighed  in  their  own  balance^  uu 
I  much  as  they  evaded  and  perverted  the  spirit  of  H 
Obrmai  rules,  the  letter  of  which  they  pretended  to  obsen 
jUiany  pages  of  his  dramatic  criticisms  are  devoted  to.  tli 
subject.  He  directs  the  ponderous  ordnance  Of  Anstotelii 
^  argument  against  such  delinquencies  with  a  cru/dui 
onergy  of  which  they  seem  to  us  unworthy.  But  it  is  a 
easy  for  ns  to  appreciate  the  circumstances  under  whk 
he  then  wrote,  or  the  almost  religioi^ts  zeal  awakened^ 
him  by  the  condition  of  German  culture  in  the  midd 
of  the  eighteenth  century.  "  If  Lessing,"  says  a  libera 
minded  French  writer,  **  has  been  harsh  and  somettan 
unjust  towardis  our  literature,  it  is  because  he  was  zealoi 
to  destroy  from  amidst  his  people  the  fetishism,  aa  it  wev 
in  which  they  were  enwrapped,  and  to  give  to  Gkrim 
literature  its  free  course."^  It  is  this  zeal  wldoh  mafa 
him*  so  much  more  than  a  critic,  a  term  which  we  g&sm 
ally  associate  with  something  that  is  cold  if  not  repeUen 
His  style  has  the  aggressive  energy  of  a  prosecutor  ra&< 
than  the  deliberation  of  a  judge,  even  when  it  is  m 
avowedly  polemic,  and  well  justifies  the  appellation,  < 
^*  the  great  gladiator,"  which  has  been  applied  to  his 
^'Solet  Aristoteles  qusdrere  pugnam  in  suis  libiis,"  h 
takes  occasion  to  quote,  and  in  this  temper  he  advises  tli 
critic  to  "  search  for  some  one  from  whom  he  con  differ, 
as  the  readiest  method  of  vindicating  his  theories.^ 

In  respect  to  ancient  art  Lessing  was  no  less  an  eamec 
thinker  than  on  literature,  but  he  had  here  no  sufli 
definite  field.    His  speculations  were  moreover  limited  b 

*  Ernest  Fontanes'  Eimde  mr  Letting.         «  See  Mow,  p.  iOQ. 
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lat  lie  had  no  teclmic&l  acquaintance  widi  the 
e  dealt  only  with  its  literattire  and  history, 
oh  must  not  be  overlooked'  in  considering  his 

the  *  Laokoon.'    But  on  the  6ther  hand  the  fi^d 

ler  one ;  no  such  master  mind  as  Aristotle's  had 

L  "file  ]^rincijples  of  tiie  plastio  arts,  and  the 

bions  to  which  he  opposed  his  acute  aiild^s 

alent  Wherever  the  fine  arts  weiid  held' in  ^liy 

• 

considerations  ought  to   provide   agaiiitfit '  the 

3 '  being  judged  from  too  high  a  statid^oiht  in 

ras  confessedly  a  fragmentary  composition;'  a 

L  a  third  portion  were  contemplated  by  Leissing. 

lad  he  carried  out  his  whole  plan,  it  w6uld  ai^  a 

iticism  have  treated  of  only  a  ^egmeiit  Of  what 

mprehend  in  the  term  fine  art«.    That  Lessing 

'  limits  his  definition  of  beauty  to  th&t  of  form,  UlS 

gnores  the  pleasing  influence  which  may  be  wr; 

m  the  mind  by  colour,  that  he  expressly  depre- 

work  of  the  landscape-painter,  and  thiat  he  takes 

b  cognizance  of  the  powerful  eflFect  of  teligion 

might  tell  against  his  claims,  if  he  had  made 

an  expositor  of  art,  but  they  ought  not  to  bo 
erogation  of  a  treatise  which  professed  to'  deal 
ic  art  from  one  point  of  view,  namely  in  its  cor- 
ith  descriptive  poetry.  These  deficiencies  may 
;  he  was  no  practical  artist,  that  he  had  little  or 
jdge  of  Italian  painting,  that  in  fact  he  uncoii- 
mited  his  observations  to  that  aspect  of  art  of 
ne  he  was  competent  to  speak — they  do  not 

his  criticisms  within  the  limits  thus  iinposed. 
iry  or  imperfect  as   it  may  be  considered  as 

upon  art,  the  'Laokoon*  is  not  the  less  a 
xample  of  the  application  of  inductive  reasoning 
ics.     The  important  principle  that  it  demon* 
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strates,  tlie  recognition  of  limits  beyond  which  the  artial 
and  the  poet  cannot  safely  ventnie,  is  one  that  is  applio> 
able  to  any  other  field  of  art,  and  the  great  effect  which 
the  work  always  produces  on  first  reading  is  perhaps  due 
not  only  to  the  clearness  with  which  it  enforces  thkJ 
principle,  but  also  to  the  wide  application  of  which  ill  I 
reasoning  appears  to  be  susceptible. 

It  has  been  pointed  out  more  than  once  that  Lessing 
was  in  some  measure  indebted  to  other  writers,  parties* 
larly  to  the  Abb4  Dubos,^  for  some  of  the  leading  ideal 
in  his  work :  but  the  largely  increased  value  which  such 
portions  of  the  treatise  have  acquired  by  their  incorpora* 
tion  in  a  developed  aesthetic  theory,  has  amply  justified 
Lessing's  appropriation  of  them.  The  real  originality  ol 
the  work  as  a  whole  is  patent,  and  the  profound  interest 
excited  by  it  in  minds  most  qualified  to  form  a  just 
estimate  of  it  is  the  strongest  proof  of  its  merits.  A I 
book  which  filled  Qoethe  when  a  Leipsic  student  with! 
enthusiasm,  unreservedly  endorsed  in  later  life,  —which  \ 
Herder  read  three  times  through  in  a  single  afternoon 
and  night,  and  from  which  Macaulay,  as  he  told  tho 
late  G.  H.  Lewes,  learned  more  than  he  ever  learned 
elsewhere,  is  one  of  which  there  is  no  room  to  question 
the  intrinsic  worth. 

On  the  other  hand  it  may  be  said  that  the  very  cogency 
of  its  reasoning,  and  the  obviousness  of  the  truths  as 
enunciated  by  it,  have  placed  it  out  of  date,  inasmuch  as 
its  principles,  recognized  at  once,  have  become  the  common 
property  of  all  later  writers.  As  Adam  Smith's  '  Wealth 
of  Nations '  to  the  political  economist,  so  is  the  '  Laokoon' 
said  to  be  to  the  critic, — a  work  which  did  much  in  its  day, 
but  the  modem  value  of  which  is  chiefly  historical  and 
literary.     This  would  be  true  enough  were  the  funoiion 

*  Reflexions  critiques  sur  la  Po^e  et  la  Peinture,  1719,  | 


INTRODUCTION.  Xlii 

f  eriticisin  confined  to  those  who  were  duly  qualified  for 
^  bat  in  these  days,  when  criticism  has  become  a  trade 
vbich  every  journalist  feels  called  upon  to  practise,  it 
8  more  than  ever  important  that  some  of  the  funda- 
neoital  principles  which  should  guide  it  should  be  enforced. 
VhB  £Etot  that  the  leading  idea  of  Lessing's  treatise,  the 
Imitation  and  distinctiveness  of  the  spheres  of  art  and 
[toetry,  is  continually  ignored  even  in  quarters  where 
ipecial  qualifications  are  looked  for,  is  sufficient  reason 
tor  its  reassertion. 

That  many  passages  in  the  treatise  might,  so  far  as 
dducational  purposes  are  concerned,  be  advantageously 
modified  or  enlarged  upon,  may  be  taken  for  granted,  but 
Boch  a  process  would  involve  also  the  omission  of  many 
of  Lessing's  notes  which  have  a  purely  literary  or  anti- 
quarian interest,  and  consequently  obliterate  some  of  its 
most  characteristic  features.  But  inasmuch  as  the  first 
object  of  the  present  publication  is  to  assist  as  far  as 
may  be  in  illustrating  Lessing's  literary  character,  a  con- 
trary plan  has  rather  been  adopted,  and  the  translation, 
which  is  not  a  new  one,  has  been  revised,  with  the  object 
of  making  it  as  accurate  a  representation  of  the  original 
as  possible.  And  of  all  his  works  the  *  Laokoon '  is  perhaps 
the  one  best  calculated  to  display  the  writer's  character, 
80  far  as  a  single  one  can  do  it,  in  its  various  phases. 
Though  professedly  a  critical  essay  on  an  abstract  subject 
of  speculation,  it  abounds  in  personal  traits,  characteristic 
phraseology,  and  happy  illustration,  displaying  a  mind 
singular  in  the  extent  and  accuracy  of  its  knowledge. 
Whilst  not  avowedly  polemical,  it  exhibits  frequent 
symptoms  of  that  combative  tendency  which  showed 
Lessing  at  his  happiest  when  he  was  tearing  to  shreds 
the  errors  of  some  ill-starred  offender  against  consistency 
or  common  sense;  whether  his  adversary  were  dead  or 
living  made  little  difference,  for  Lessing's  animus  had 
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no  inftision  of  malice  or  personal  spite.  *'  Wido  in  ad 
and  bold  of  tongue  "  as  he  was,  his  simple  object  was  tj 
vindication  of  the  cause  of  truth.  His  hatred  of  ohaii 
tanism  and  his  uncompromising  insistance  on  what  i 
holds  to  be  right  may  be  less  forcibly  illustrated  in  i 
'  Laokoon '  th^n  it  is  for  instance  in  some  passages  of  \ 
*  Hamburg  Dramaturgy';  but  this  moderation  of  toj 
rather  adorns  than  obscures  those  features  which  have  { 
especial  attraction  for  us.  For  ''  it  is  to  Lessing/'  sd 
Garlyle,  '*  that  an  Englishman  would  turn  with  readi^ 
affection.  .  •  .  •  As  a  poet,  as  a  critic,  philosopher,  < 
controversialist,  his  style  will  be  found  precisely  such  \ 
we  of  England  are  accustomed  to  admire  most ;  brii 
nervous,  vivid ;  yet  quiet,  without  glitter  or  antithesi 
idiomatic,  pure  without  purism,  transparent,  yet  full  i 
character  and  reflex  hues  of  meaning."^  It  is  to  be  reoc 
lected,  too,  that  he  was  one  of  the  earliest  of  continent 
writers  to  appreciate  and  assert  the  value  of  Englii 
literature,  and  tiiat  in  endeavouring  to  purify  that  of  i 
own  country,  he  did  much  for  the  credit  of  ours. 

Such  intellectual  fellowship  is  strengthened  by  H 
sympathy  that  the  story  of  his  hardly  fought  but  uncoi 
plaining  life  cannot  fail  to  excite,  and  must  surely  entil 
him  to  no  less  esteem  from  us  than  the  vit^l  servic 
which  he  rendered  to  German  literature  have  gained  f 
him  amongst  his  own  countrymen. 


Though  Lessing's  treatise  has  only  a  subsidiary  oo 
nexion  vrith  the  sculptured  marble  from  which  it  is  name 
yet  the  interest  which  that  fine  work  of  ancient  art  h 
always  excited  cannot  but  be  increased  in  the  minds  of  i 
who  appreciate  the  important  critical  purpose  which 

'  Essay  on  the  State  of  Gennan  Literetnie. 
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been  made  to  serve.  A  few  words  on  its  history  may 
efore  not  be  considered  out  of  place. 
be  p(iol)al)le  period  of  its  execution  remains  as  it  was 
jessing's  time,  an  open  question.  His  own  opinion 
the  aesthetic  groxmds  upon  which  he  assigns  to  it  a 
paratively  late,:  that  is  a  post-Yirgilian,  origin  are 
m^y  set  forth  in  the  treatise,  and  no  conclusive  circum« 
tial  evidence  has  been  brought  forward  in  contradio- 
.  All  that  is  known  for  certain  is  that  the  group  was 
rated  by  three  Bhodian  sculptors,  whose  names  have 
I  preserved  by  Pliny,  that  it  once  adorned  the  Baths 
Ktus  at  Bome,  that  in  some  barbarian  capture  of  the 
it  was  pverthrown  or  puiposely  buried,  and  that  it 
ponpealed  until  the  year  1606^  when  it  was  once  more 
ight  to  the  light  of  day, 

B  discovery  proved  a  fortune  to  the  lucky  individual, 
Felice  di  Fredi,  in  whose  vineyard  on  the  Esquiline 
as  disinterred,  for  ^e  was  rewarded  by  Pope  Julius  II. 
I  half  the  customs  ^eyied  at  the  Porta  S.  Giovanni,  a 
nue  afterwards, Qonunuted  by  Leo  X.  for  a  lucrative 
ditary  appointment.  Even  posthumous  honours 
ited  this  involxmtary  friend  of  art,  for  the  history 
tie  incident  is  set  forth  at  length  on  his  tombstone 
he  church  of  Ara  Coeli,  upon  which  he  is  said  to 
)ry  in  death  "  in  his  fortunate  discovery, 
he  frontispiece  of  this  volume  is  a  reproduction  on 
>er  of  a  photograph  from  the  original  marble,  the 
erne  height  of  which  is  seven  feet.'    It  is  to  be  noted, 

rhe  advantage  of  a  photographic  reproduction  will  be  made 
mt  by  a  careful  scrutiny  of  the  features  of  the  figure  of  Laokoon, 
.e  expression  of  which  an  important  portion  of  Lessing's  argument 
Bed.  It  may  be  remarked  here,  that  an  examination  of  this 
3  from  an  anatomical  point  of  view  has  shown  that  the  arrange- 
of  the  muscles  fully  bears  out  Winckelmann's  observations  aa 
ted  by  Lessing,  and  gives  additional  weight,  if  this  were  needed, 
» oonclusions  of  the  latter. 
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however,  that  the  group  when  first  discovered  was  nol 
precisely  in  the  condition  in  which  it  now  appears,  ina9^ 
much  as  some  portions,  including  the  right  arm  of  th^i 
principal  figure,  and  the  folds  of  tiie  serpent  with  whioi 
it  is  implicated,  were  wanting ;  and  the  original  positi 
of  this  arm  has  given  rise  to  another  question,  not  tou 
upon  by  Lessing,  but  scarcely  less  interesting  than  that 
the  date  of  the  whole  work.  To  whom  the  modem 
is  due  is  also  a  matter  of  uncertainty.  Within  twem 
years  of  the  discovery  of  the  group  Baccio  BandinelHj 
made  a  copy  of  it  in  marble,  having  previously,  acco: 
to  Yasari,  made  for  his  own  use  a  wax  model  of  tto' 
deficient  right  arm.  The  supposition  adopted  Iff 
Winckelmann,  that  Michelangelo  began  a  restoration 
of  the  arm,  is  unsupported,  and  probably  originated  in  i 
confasion  between  his  name  and  tiiat  of  Giovanangek 
Montorsoli,  who  is  definitely  mentioned  by  Yasari  as 
having  restored  the  arm  for  Olement  YII.  Others  saj 
that  Montorsoli  did  not  complete  it,  and  suppose  that  th» 
arm  now  lying  beneath  i;he  statue  is  his  attempt 
Winckelmann  appears  to  ascribe  the  restoration  U 
Bernini,  and  later  artists,  namely  Gomacchini,  and  i 
French  sculptor  Oirardon,  are  mentioned  by  other 
authorities.  While  it  is  possible  that  there  have  beea 
successive  restorations,  it  seems  most  probable  that  tha 
present  position  of  the  arm  is  due  to  BandinellL 

But  that  this  modem  arm  has  been  correctly  placed* 
whomsoever  by,  admits  of  very  grave  doubt,  inasmuch  as 
its  position  may  be  considered  to  impair  the  balance  of 
the  group  and  to  give  an  ungraceful  outline  to  the  whob 
composition.  This  opinion  is  supported  by  a  fetct  observed 
by  Ganova,  namely,  the  existence  of  a  projection  on  the 
head  of  the  principal  figure,  indicating  that  some  other 
part  of  the  composition  here  came  into  contact  with  it. 
And  only  recently  evidence  of  some  value  in  &vour  of  a 
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lifferent  position  of  the  arm  has  been  brought  forwaid 
by  Mr.  C.  W.  King,  of  Trinity  College,  Cambridge. 
In  the  twenty-fourth  volume  of  the  Archceological  Journal 
he  published  a  drawing  from  a  seal  appended  to  an 
English  legal  document  bearing  the  date  1529,  that  is, 
only  twenty-three  years  after  the  discovery  of  the  marble 
group.  This  seal  was  the  impression  of  an  intaglio  gem 
aet  as  a  signet,  and  in  the  opinion  of  Mr.  King,  whose 
■nthority  upon  such  matters  is  of  the  greatest  weight, 
the  gem  must  have  been  of  ancient  Greek  and  not  of 
tmque^^xnto  workmanship. 

In  this  case  it  ilot  only  certifies  to  the  original  bent 
position  of  the  arm,  but  affords  conclusive  evidence  as  tu 
the  Greek  origin  of  the  group  itself  in  opposition  to  the 
opinion  adopted  by  Lessing.     It  is  to  be  observed,  how- 
ever, that  Mr.  King's  opinion  is  founded,  not  upon  an 
examination  of  the   gem  itself,  which  is  not  known  to 
exist,  but  upon  an  impression  in  wax  necessarily  "  dulled 
and  wasted  by  time,"  and  on  this  ground  another  anti- 
quary, Mr.  Smirke,  ventures  to  doubt  the  certainty  of  the 
conclusions  drawn.   But  even  admitting  that  the  gem  was 
of  mediaeval  Italian  workmanship,  the  date  at  which  it  is 
found  in  use  in  England  as  a  signet,  viz.  only  twenty- 
tiiree  years  after  the  discovery  oi  tlie  marble,  makes  it 
probable  that  it  was  executed  before  tiie  question  of  the 
restoration  was  in  any  way  prejudged,  so  that  under  the 
least  favourable   circumstances  it  may,  as  the   work   of 
a  skilful    artist,  be   held    to    corroborate    strongly   tliu 
opinion  of  those  who  have  in  later  times  disappioved  ol 
the  actual  restoration.      Mr.   King's  copy    of  the   seal 
■  enlarged  to  double  its  actual  size  is  with  his  permission 
given  below.     An  accurate  drawing  of  the  whol*^  group, 
published  by  Mr.  Smirke  (Arch,  Journal^  vol.  xxv.),  and 
«  drawn  with  careful  reference  to  the  indication  of  the  gem, 
leaves  no  doubt  as  to  the  superiority  of  the  suggested  pose- 
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It  dimimBhes,  it  is  true,  the  "pyramidal  cnlmination ' 
(^yramidaliiche  Zuapitaing)  EsiTonrably  noticed  by  Lessing 
((di.  v.),  but  still  exhibits  it  in  a  form  whioli  obvionsly 
giiiufl  in  grace  hj  the  modification. 

E.B. 
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unsuited  to  the  oharaoter  of  its  people^  but  also  aiming  an 
false  aestheitic  ideals.  The  Fienoh  tragic  writeifs,  who8< 
stilted  masterpiecies  wete  naturally  repugnant  to  an  ui^ 
sophisticated  and  undrilled  Teutonic  mind,  were  alsc 
found  wanting  when  weighed  in  their  own  balance,  ina» 
much  as  they  evaded  and  perverted  the  spirit  of  the 
Ff ormai  roles,  the  letter  of  which  they  pretended  to  observe 
l&axty  pages  of  his  dramatic  criticisms  are  devoted  to  thjd 
subject.  He  directs  the  ponderous  ordnance  of  Aristotelian 
argument  against  such  delinquencies  with  a  crushing 
onergy  of  which  they  seem  to  us  unworthy.  But  it  is  noi 
easy  for  ns  to  appreciate  the  circumstances  under  whicb 
he  then  wrote,  or  the  almost  religioi^ts  zeal  awakened  is 
him  by  the  condition  of  Oerman  culture  in  the  middle 
of  the  eighteenth  century.  '*  If  Lessing,"  says  a  liberal- 
minded  French  writer,  "  has  been  harsh  and  sometimefl 
unjust  towardis  our  literature,  it  is  because  he  was  zealous 
to  destroy  from  amidst  his  people  the  fetishism,  as  it  were, 
in  which  they  were  enwrapped,  and  to  give  to  German 
literature  its  free  course."^  It  is  this  zeal  wldch  makes 
him*  so  much  more  than  a  critic,  a  term  which  we  gener- 
ally associate  with  something  that  is  cold  if  not  repellent 
His  style  has  the  aggressive  energy  of  a  prosecutor  rather 
than  the  deliberation  of  a  judge,  even  when  it  is  not 
avowedly  polemic,  and  well  justifies  the  appellation  of 
^'  the  great  gladiator,"  which  has  been  applied  to  him. 
^'Solet  Aristoteles  qusdrere  pugnam  in  suis  libns,"  he 
takes  occasion  to  quote,  and  in  this  temper  he  advises  the 
critic  to  **  search  for  some  one  from  whom  he  con  dififer," 
as  the  readiest  method  of  vindicating  his  theories.^ 

In  respect  to  ancient  art  Lessing  was  no  less  an  earnest 
thinker  than  on  literature,  but  he  had  here  no  suoh 
definite  field.    His  speculations  were  moreover  limited  by 

*  Eroflet  Fontanes'  Etude  nur  Leiting.         *  See  Mow,  p.  400, 
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ttil  &Gt  iliat  lie  had  no  teclmical  acquaintance  widi  the 
■object;  he  dealt  only  with  its  literature  and  history, 
a  fitct  which  must  not  he  overlooked'  in  considering  his 
treatise  oh  the  '  Laokoon.'  But  on  the  6ther  hand  the  field 
was  a-fiiedier  one ;  no  such  master  mind  as  Aristotle's  had 
farmulated  I3ie  principles  of  the  plastio  arts,  and  the 
miBOonoeptions  to  which  he  opposed  his  acute  atild.y)3is 
w4re  preyaleiit  Wherever  the  fine  arts  weiid  held  in  iainy 
68tiniation. 
These  considerations  ought  to  provide  agaiiist  the 
'^  'IiaokoOn's'  heing  judged  from  too  high  a  statld{>oint  in 
art.  It  was  confessedly  a  fragmentary  composition;  a 
second  and  a  third  portion 'were  contemplated  hy  Leasing. 
Bat  even  had  he  carried  out  his  whole  plan,  it  w6uld  as  a 
detailed  criticism  have  treated  of  only  a  segmelit  of  what 
we  now  comprehend  in  the  term  fine  arts.  That  Lessing 
practidally  limits  his  definition  of  beauty  to  th&t  of  form, 
2  that  he  ignores  the  pleasing  influence  which  may  be 
exercised  on  the  mind  by  colour,  that  he  expressly  depre- 
1  dates  the  work  of  the  landscape-painter,  and  that  he  takes 
J  InsnflBicient  cognizance  of  the  powerful  effect  of  teligion 
upon  art,  might  tell  against  his  claims,  if  he  had  made 
any,  to  be  an  expositor  of  art,  but  they  ought  not  to  bo 
urged  in  derogation  of  a  treatise  which  professed  to'  deal 
.  with  plastic  art  from  one  point  of  view,  namely  in  its  cor- 
relation with  descriptive  poetry.  These  deficiencies  may 
prove  that  he  was  no  practical  artist,  that  he  had  little  or 
no  knowledge  of  Italian  painting,  that  in  fact  he  uncoii- 
Bciously  limited  his  observations  to  that  aspect  of  art  of 
.  which  alone  he  was  competent  to  speak — they  do  not 
invalidate  his  criticisms  within  the  limits  thus  imposed. 
Fragmentary  or  imperfect  as  it  may  be  considered  as 
a  treatise  upon  art,  the  *  Laokoon '  is  not  the  less  a 
masterly  example  of  the  application  of  inductive  reasoning 
to  sesthetics.    The  important  principle  that  it  demon* 
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PREFACE   TO    LAOKOON. 


The  first  person  who  compared  painting  and  poetry  with 
one  another  was  a  man  of  refined  feeling,  who  became 
aware  of  a  similar  effect  produced  upon  himself  by  both 
arts.  He  felt  that  both  represent  what  is  absent  as  if  it 
"were  present,  and  appearance  as  if  it  were  reality;  that 
lx)th  deceive,  and  that  the  deception  of  both  is  pleasing. 

A  second  observer  sought  to  penetrate  below  the  surface- 
of  this  pleasure,  and  discovered  that  in  both  it  flowed 
from  the  same  source.  Beauty,  the  idea  of  which  we 
£rst  deduce  &om  bodily  objects,  possesses  universal  laws, 
cipplicable  to  more  things  than  one;  to  actions  and  t(v 
thoughts  as  well  as  to  forms. 

A  third  reflected  upon  the  value  and  distribution  of 
these  universal  laws,  and  noticed  that  some  are  more  pre' 
dominant  in  painting,  others  in  poetry ;  that  thtus,  in  the 
latter  case,  poetry  will  help  to  explain  and  illtustrate 
painting;  in  the  former,  painting  will  do  the  same  for 
poetry. 

The  first  was  the  amateur,  the  second  the  philosopher, 
l;he  third  the  critic. 

The  two  first  could  not  easily  make  a  wrong  use  of 
either  their  feelings  or  conclusions.  On  the  other  hand, 
the  value  of  the  critic's  observations  mainly  depends  upon 
Ihe  correctness  of  their  application  to  the  individual  case ; 
and  since  for  one  clear-sighted  critic  there  have  always 
been  fifty  ingenious  ones,  it  would  have  been  a  wonder  if 
Ibis  application  had  always  been  applied  with  all  that 
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It  dimiiuBlieB,  it  ia  trne,  the  "pyramidal  culmin. 
{jiyramidalitche  Zatpitzung)  favourably  noticed  hy  I 
(oh.  v.),  but  still  exhibits  it  in  a  form  whicli  obi 
gains  iu  grace  by  the  modifioation. 
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points  in  the  history  of  ancient  art  contribute  less  to  JHf 
end,  and  only  stand  .where  they  do  because  I  can  never  i^ 
hope  to  find  a  more  suitable  place  for  them. 

Calling  to  mind,  as  I  do,  that  under  the  term  Fainting^. 
I  comprehend  the  plastic  arts  generally,  I  give  no  pledgftf 
that  under  the  name  of  Poetry  I  may  not  take  a  glanc 
at  those  other  arts  in  which  the  method  of  imitation  k\ 
progressLve. 


L  A  0  K  0  0  N. 


OHAPTEE  L 

fiEBB  WiNCKELMANN  has  pronounced  a  noble  simplicity  and 
quiet  grandenr,  displayed  in  the  posture  no  less  than  in  the 
expression,  to  be  the  charaoteristic  features  common  to  all 
the  Greek  masterpieces  of  Painting  and  Sculpture.  "  As," 
says  he,^  "  the  depths  of  the  sea  always  remain  calm, 
however  much  the  surface  may  be  raging,  so  the  expres- 
sion in  the  figures  of  the  Greeks,  under  every  form  of 
passion,  shows  a  great  and  self-collected  soul. 

"This  spirit  is  portrayed  in  the  countenance  of 
Laokoon,  and  not  in  the  countenance  alone,  under  the 
most  violent  suflfering ;  the  pain  discovers  itself  in  every 
muscle  and  sinew  of  his  body,  and  the  beholder,  whilst 
looking  at  the  agonized  contraction  of  the  abdomen, 
without  viewing  the  face  and  the  other  parts,  believes 
that  he  almost  feels  the  pain  himself.  This  pain  expresses 
itself,  however,  without  any  violence,  both  in  the  features  < 
and  in  the  whole  posture.  He  raises  no  terrible  shriek,  ' 
such  as  Virgil  makes  his  Laokoon  utter,  for  the  opening 
of  the  mouth  does  not  admit  it ;  it  is  rather  an  anxious 
and  suppressed  sigh,  as  described  by  Sadoleto.  The  pain 
of  body  and  grandeur  of  soul  are,  as  it  were,  weighed  out, 
and  distributed  with  equal  strength,  through  the  whole 
frame  of  the  figure.  Laokoon  suffers,  but  he  suffers  as  the 
Philoktetes  of  Sophokles ;  his  misery  pierces  us  to  the  very 
soul,  but  inspires  us  with  a  wish  that  we  could  endure 
misery  like  that  great  man. 

"  The  expressing  of  so  great  a  soul  is  far  higher  than 

>  On  the  Imitation  of  Greek  Works  in  Painting  and  Sculpture, 
pp.  21,  22. 
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the  painting  of  beautiful  nature.  The  artist  must  h 
felt  within  himself  that  strength  of  spirit  which 
imprinted  upon  his  marble.  Greece  had  philosophers 
artists  in  one  person,  and  more  than  one  Metrodor 
Philosophy  gave  her  hand  to  art,  and  breathed  into 
ggnres  more  than  ordinary  souls." 

The  observation  on  which  the  foregoing  remarks 
founded,  "  that  the  pain  in  the  face  of  Laokoon  does 
show  itself  with  that  force  which  its  intensity  would  h 
led  us  to  expect,"  is  perfectly  correct.     Moreover,  ii 
indisputable  that  it  is  in  this  very  point  where  the  h 
oonnoisseur  would  have  decided  that  the  artist  had  fa] 
short  of  Nature,  and  had  not  reached  the  true  pathos 
piun,  that  his  wisdom  is  particularly  conspicuous. 
^But  I  confess  I  differ  from  Winckelmann  as  to  wha 
in  his  opinion  the  basis  of  this  wisdom,  and  as  to  the  x 
versality  of  the  rule  which  he  deduces  from  it. 

I  acknowledge  that  I  was  startled,  first  by  the  gla 
of  disapproval  which  he  casts  upon  Virml,  and  secon 
by  the  comparison  with  Philoktetes.  From  this  pc 
then  I  shall  set  out,  and  write  down  my  thoughts  as  tl 
^^le  developed  in  me. 

«*  Laokoon  suffers  as  Sophokles'  Philoktetes."  But  1 
does  the  latter  suffer?  It  is  curious  that  his  sufferi: 
should  leave  such  a  different  impression  behind  th 
Ihe  cries,  the  shrieking,  the  wild  imprecations,  -w 
^hich  he  filled  the  camp,  and  interrupted  all  the  sacrifi 
and  holy  rites,  resound  no  less  horribly  through  his  deg 
island,  and  were  the  cause  of  his  being  banished  to 
Ihe  same  sounds  of  despondency,  sorrow,  and  despair 
the  theatre  in  the  poet's  imitation.  It  has  been  obser 
that  the  third  act  of  this  piece  is  shorter  than  the  othe 
^m  this  it  may  be  gathered,  say  the  critics,^  that  i 
gQcients  took  little  pains  to  preserve  a  uniformity 
jgogth  in  the  different  acts.  I  quite  agree  with  th( 
lyat  I  should  rather  ground  my  opinion  upon  anotl 
0iaiaple  than  this.  The  sorrowful  exclamations,  i 
gujanings,  the  interrupted  5,  S. !  <^€v !  drraTat !  to  /xot  /4 
die  whole  lines  full  of  TraTra  TraTra  I  of  which  this  act  o 

•  Plinius,  XXXV.  40. 

*  Bromoy,  The&tre  des  Grcca,  t  ii.  p.  8d. 
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ds,  must  liave  been  pronoxinced  wifh  tensions  and 
eakings  off  altogether  different  from  those  required  in  a 
Dtinnons  speech,  and  doubtless  made  this  act  last  quite 

long  in  the  representation  as  the  others.  It  appears 
ach  shorter  to  the  reader,  when  seen  on  paper,  than  it 
ast  have  done  to  the  audience  in  a  theatre. 
A  cry  is  the  natural  expression  of  bodily  pain.  Homer's 
)unded  heroes  frequently  fall  with  cries  to  the  ground. 
3  makes  Venus,  when  merely  scratched,  shriek  aloud  ;* 
t  that  he  may  thereby  paint  the  effeminacy  of  the 
ddess  of  pleasure,  but  rather  that  he  may  give  suffering 
iture  her  due ;  for  even  the  iron  Mars,  when  he  feels  the 
ice  of  Diomedes,  shrieks  so  horribly  that  his  cries  are 
:e  those  of  ten  thousand  furious  warriors,  and  fill  both 
nies  with  horror.^  Though  Homer,  in  other  respects> 
ises  his  heroes  above  human  nature,  they  always  remain 
thfol  to  it  in  matters  connected  with  the  feeling  of  pain 
d  insult,  or  its  expression  through  cries,  tears,  or 
jroaches.  In  their  actions  they  are  beings  of  a  higher 
ler,  in  their  feelings  true  men. 

I  know  that  we  more  refined  Europeans,  of  a  wiser  and 
»r  age,  know  how  to  keep  our  mouths  and  eyes  under 
«er  restraint.  We  are  forbidden  by  courtesy  and  pro- 
iety  to  cry  and  weep ;  and  with  us  the  active  bravery 

the  first  rough  age  of  the  world  has  been  changed  into  I 
passive.  Yet  even  our  own  ancestors,  though  bar- 
rians,  were  greater  in  the  latter  than  in  the  former. 
i  suppress  all  pain,  to  meet  the  stroke  of  death  with 
flinching  eye,  to  die  laughing  under  the  bites  of  adders, 
lament  neither  their  sins  nor  the  loss  of  their  dearest 
ends :  these  were  the  characteristics  of  the  old  heroic 
irage  of  the  north.^  Palnatoki  forbade  his  Joms- 
rgers  either  to  fear  or  so  much  as  to  mention  the 
me  of  fear. 

Not  so  the  Greek.  He  felt  and  feared.  He  gave  utter- 
3e  to  his  pain  and  sorrow.  He  was  ashamed  of  no 
man  weaknesses;   only  none  of  them  must  hold  him 

Iliad,  V.  343,  *H  5i  fi4ya  Idxovcra—,  ^  Iliad,  v.  859. 

Th.  Bartholinus,  de  causis  contemptsB  a  Danis  adhuc  gentilibus* 
.  I.  [For  Palnatoki,  the  famous  sea-rover  of  the  lOth  century, 
lalletV  Northern  Antiq.  (Bohn  ed.  p.  189).— Ed.] 
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back  &om  the  path  of  honour,  or  impede  him.  in  the  fak 
filment  of  his  duty.  What  in  the  barbarian  sprang  ftoOL 
habit  and  ferocity  arose  from  principle  in  the  Greek, 
With  him  heroism  was  as  the  spark  concealed  in  fliBty 
which,  so  long  as  no  external  force  awakens  it,  sleepi  h 
quiet,  nor  robs  the  stone  either  of  its  clearness  or  its  odUt- 
ness.  With  the  barbarian  it  was  a  bright  consnndnl 
flame,  which  was  ever  roaring,  and  devoured,  or  at  letit 
blackened,  every  other  good  quality.  Thus  when  Homei 
makes  the  Trojans  march  to  the  combat  with  wild  caAm, 
.'the  Greeks,  on  the  contrary,  in  resolute  silence,  the  oritifli 
justly  observe  that  the  poet  intended  to  depict  the  one  ••  ^ 
barbarians,  the  other  as  a  civilized  people.  I  wonder  tint 
they  have  not  remarked  a  similar  contrast  of  character  in 
another  passage.'  The  hostile  armies  have  made  a  truoe; 
they  are  busied  with  burning  their  dead ;  and  these  ritei 
are  accompanied  on  both  sides  with  the.  warm  flow  of 
tears  (Scucpva  Oipfia  x^^^^^)'  ^^^  Priam  forbids  the 
Trojans  to  weep  (ovo  cwt  KkaUiv  TLpiafios  ftcyas).  Bs 
forbade  them  to  weep,  says  Dacier,  because  he  feared  the 
effect  would  be  too  softening,  and  that  on  the  monoir 
they  would  go  with  less  courage  to  the  battle.  True  I 
But  why,  I  ask,  should  Priam  only  fear  this  result?  Why 
does  not  Agamemnon  also  lay  the  same  prohibition  on 
the  Greeks  ?  The  poet  has  a  deeper  meaning ;  he  wishec 
to  teach  us  that  the  civilized  Greek  could  be  brave  at 
the  same  time  that  he  wept,  while  in  the  uncivilized 
Trojan  all  human  feelings  were  to  be  previously  stifled. 
Nc/Aco-orwjitat  yc  /a€v  ovSh/  KXaUiv,  is  the  remark  which, 
elsewhere,^  Honker  puts  in  the  mouth  of  the  intelligent 
son  of  Nestor. 

It  is  worth  observing  that  among  the  few  tragedies 
which  have  come  down  to  us  from  antiquity,  two  are 
found  in  which  bodily  pain  constitutes  not  the  lightest 
part  of  the  misfortune  which  befalls  the  suffering  heroes 
— the  Philoktetes  and  the  dying  Hercules.  Sophokles 
paints  the  last  also,  as  moaning  and  shrieking,  weeping 
and  crying.  Thanks  to  our  polite  neighbours,  i^ose 
masters  of  propriety,  no  such  ridiculous  and  intolerable 

»  lUad,  vii.  421.  •  Odyss.  iv.  19S, 
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oharaoterB  as  a  moaning  Fhiloktetes  or  a  shrieking  Her- 
onleB  will  ever  again  appear  upon  the  stage.  One  of 
their  latest  poets^  has  indeed  ventured  upon  a  Fhiloktetes, 
bat  vrould  he  have  dared  to  exhibit  the  true  one  ? 

Even  a  Laokoon  is  found  among  the  lost  plays  of 
Bopkokles.     Would  that  Fate  had  spared  it  to  us  I     The 
aliglit  mention  which  some  old  grammarians  have  made 
of  it  affords  us  no  ground  for  concluding  how  the  poet  had 
handled   his  subject;   but  of  this   I  feel  certain,   that 
Laokoon  would  not  have  been  drawn  more  stoically  than 
Fhiloktetes  and  Hercules.    All  stoicism  is  undramaticalT^ 
and  OUT  sympathy  is  always  proportioned  to  the  suflfering      j 
ezpreesed  by  the  object  which  interests  us.     It  is  true,  if   J 
we  see  him  bear  his  misery  with  a  great  soul,  this  gran-    ^ 
deur  of  soul  excites  our  admiration ;  but  admiration  is  only   v. 
a  oold  emotion,  and  its  inactive  astonishment  excludes 
every  "warmer  passion  as  well  as  every  distinct  idea.  j 

I  now  come  to  my  inference ;  if  it  be  true  that  a  cry  -""^ 
at  the  sensation  of  bodily  pain,  particularly  according  to 
the  old  Greek  way  of  thinking,  is  quite  compatible  with 
greatness  of  soul,  it  cannot  have  been  for  the  sake  of 
expressing  such  greatness  that  the  artist  avoided  imitating 
this  shriek  in  miarble.  Another  reason  therefore  must  be 
found  for  his  here  deviating  from  his  rival,  the  poet,  who 
expresses  it  with  the  highest  purpose. 


CHAFTER  II. 

Be  it  fable  or  history  that  Love  made  the  first  essay  in 
the  plastic  arts,  it  is  certain  that  it  never  wearied  of 
guiding  the  hands  of  the  great  masters  of  old.  Fainting, 
as  now  carried  out  in  its  whole  compass,  may  be  defined 
generally  as  the  art  of  imitating  figures  on  a  flat  sur- 
face ;  but  the  wise  Greek  allotted  it  far  narrower  limits, 
and  confined  it  to  the  imitation  of  beautiful  figures  only ; 
his  artist  painted  nothing  but  the  beautiful.  Even  the 
commonly  beautiful,  the  beautiful  of  a  lower  order,  was 

*  Ghateaubrun. 
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only  his  accidental  subject,  his  exercise,  his  relaxation.- 
It  was  the  perfection  of  the  object  itself  that  was  to  main 
his  work  exquisite ;  and  he  was  too  great  to  ask  beholden 
to  be  satisfied  with  the  mere  cold  pleasure  which  arises 
from  a  striking  resemblance,  or  the  consideration  of  hif 
ability.  In  his  art  nothing  was  dearer,  nothing  seemed 
nobler  to  him  than  its  proper  end. 

"Who  would  paint  you  when  nobody  will  look  ttt 
you?"  asks  an  old  epigrammatist^  of  an  exceeding 
deformed  man.  Many  modem  artists  would  say,  "  How- 
ever misshapen  you  are,  I  will  paint  you ;  and  although 
no  one  could  look  at  you  with  pleasure,  they  will  look 
with  pleasure  at  my  picture ;  not  because  it  is  your  like- 
ness, but  because  it  will  be  an  evidence  of  my  skill  in 
knowing  how  to  delineate  such  a  horror  so  faithfully." 

It  is  true  the  propensity  to  this  wanton  boasting, 
united  to  fair  abilities,  not  ennobled  by  exalted  subjects, 
is  too  natural  for  even  the  Greeks  not  to  have  had  their 
Pauson  and  their  Pyricus.  They  had  them,  but  they 
rendered  them  strict  justice.  Pauson,  who  kept  below 
the  beautiful  of  common  nature,  whose  low  taste  loved  to 
portray  all  that  is  faulty  and  ugly  in  the  human  form,* 

^  Antiochtis  (Antholog.  lib.  ii.  cap.  4).  Hardouin,  in  his  oom- 
mentary  on  Pliny  (lib.  xxxy.  sect.  36)  attributes  this  epigram  to  a  cer- 
tain Piso ;  but  no  such  name  is  to  be  found  in  the  catalogue  of  Greek 
epigrammatists. 

'  It  is  for  this  reason  that  Aristotle  forbids  his  pictures  to  be  shown 
to  young  people,  viz.  that  their  imaginations  may  be  preserved  ttom 
any  acquaintance  with  ugl;^  forms  TPolit.  lib.  viii.  cap.  5).    Boden 

Eroposes  to  read  Pausanias,  instead  of  Pauson,  in  this  passage,  because 
e  is  well  known  to  have  painted  licentious  pictures  (De  umbra  poetica* 
Comment,  i.  13),  as  thongn  a  philosophical  lawgiver  were  required  to 
teach  us  that  such  voluptuous  allurements  were  to  be  kept  out  of  the 
reach  of  young  people.  Had  he  but  referred  to  the  well-known  passage  in 
the  Poetics  (cap.  ii.),  he  would  never  have  put  forward  his  hypothesis. 
Some  commen&tors  (e.g.  Kiilm  on  iBlian.  Yar.  Hist.  lib.  iv.  cap.  8) 
maintain  that  the  distinction  which  Aristotle  there  draws  between  Foly- 
gnotus,  Dionysius,  and  Pauson  consisted  in  Polygnotus  having 
painted  gods  and  heroes,  wliile  Dionysius  painted  men,  and  Pauson 
beasts.  They  all,  however,  painted  the  human  figure ;  and  Paoson's 
once  having  painted  a  horse  does  not  prove  that  he  was  an  animal 
painter,  as  BcKlen  supposes  him  to  have  been.  Their  rank  was  decided 
by  the  degrees  of  beauty  with  which  they  endowed  their  human  formii 
Dionysius  could  paint  nothing  but  men,  and  was  called,  par  exceOenoe,  ai 
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lived  in  the  most  contemptible  poverty.^  And  Pyricus, 
who  painted  barbers'  rooms,  dirty  workshops,  apes,  and 
kitchen  herbs,  with  all  the  industry  of  a  Dutch  artist  (as 
though  things  of  that  kind  possessed  such  charm  in 
nature,  or  could  so  rarely  be  seen),  acquired  the  surname 
of  Rhyparographer,*  or  "  Dirt-Painter  I  "  although  the 
luxurious  rich  man  paid  for  his  works  with  their  weight 
in  gold,  as  if  to  assist  their  intrinsic  worthlessness  by  this 
imaginary  value. 

The  state  itself  did  not  deem  it  beneath  its  dignity  to 
confine  the  artist  within  his  proper  sphere  by  an  exercise 
of  its  power.  The  law  of  the  Thebans  recommending 
him  to  use  imitation  as  a  means  of  arriving  at  ideal 
beauty;  and  prohibiting,  on  pain  of  punishment,  its  use 
for  the  attainment  of  ideal  ugliness,  is  well  known.  This 
was  no  law  against  bunglers,  as  most  writers,  and  among 
them  even  Junius,^  have  siipposed.  It  was  in  condemna- 
tion of  the  Greek  Ghezzi,  of  that  ujiworthy  device  which 
enables  an  artist  to  obtain  a  likeness  by  the  exaggeration 
of  the  uglier  parts  of  his  original,  ».e.  by  caricature. 

From  the  self-same  spirit  of  the  beautiful  sprang  the 
following  regulation  of  the  Olympic  judges  (lAAaroStxat). 
Every  winner  obtained  a  statue,  but  only  to  him  who  had 
been  thrice  a  conqueror  was  a  portrait  statue  (ayoA/xa 
iiK(ovuc6v)  erected.^  Too  many  indiflferent  portraits  were 
not  allowed  to  find  a  place  among  the  productions  of  art ; 
for  although  a  portrait  admits  of  the  ideal,  this  last  must 
be  subordinate  to  the  likeness ;  it  is  the  ideal  of  an  indi- 
vidual man,  and  not  the  ideal  of  man  in  the  abstract. 

We  laugh  when  we  hear  that  among  the  ancients  even 
the  arts  were  subjected  to  municipal  laws,  but  we  are  not 
always  in  the  right  when  we  laugh.  Unquestionably  law 
mtst  not  assume  the  power  of  laying  any  constraint  on 
knowledge ;  for  the  aim  of  knowledge  is  truth ;  truth  is 


it  were,  the  "  Anthropographus,"  or  "Man-painter/*  because  he  copied 
Dature  too  elavisbly,  and  was  unable  to  rise  to  that  ideal  below 
which  it  would  have  been  sacrilege  to  have  painted  gods  and  heroes. 

*  Aristophanes  Plut.  602,  Achamenses,  854. 

*  Plinius,  XXXV.  37.    [But  note  the  better  readings  BTiopographut 
(painter  of  vulgar  subjects)  and  Piraicua  for  Pyricus.— Ed.] 

*  De  Pictura  vet.  lib.  II.  cap.  iv.  •  Plinius,  xxxiv.  9 
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jiecessary  to  the  sonl,  and  it  'becomes  tyranny  to  do  it  tb  I' 
smallest  violence  in  the  gratification  of  this  essentiill| 
need.  The  aim  of  art,  on  the  contrary,  is  pleasure,  whibkl^ 
is  not  indispensable;  and  it  may  therefore  depend  tLponl^ 
the  lawgiver  to  decide  what  kind  of  pleasure,  and  wW  |^ 
degree  of  every  kind,  he  would  allow. 

The  plastic  arts  especially,  besides  the  infallible  infii* 
ence  which  they  exercise  upon  the  national  charaoter,  an 
capable  of  an  effect  which  demands  the  closest  inspeotion  of 
the  law.  As  beautiful  men  produced  beautiful  statues,  m 
the  latter  reacted  upon  the  former,  and  the  state  beouiN 
?  indebted  to  beautifol  statues  for  beautiful  men.  But  witk 
us  the  tender  imaginative  power  of  the  mother  is  supposel 
to  show  itself  only  in  the  production  of  monsters. 

In  this  point  of  view  I  think  I  can  detect  some  truth  in 
certain  stories,  which  are  generally  rejected  as  pun 
inventions.  The  mothers  of  Aristomenes,  Aristodamaib 
Alexander  the  Great,  Scipio,  Augustus,  and  Gralerius,  hII, 
dreamed,  while  pregnant,  that  they  had  intercourse  with 
a  serpent.  The  serpent  was  a  token  of  divinity,^  and  the 
beautiful  statues  and  paintings  of  Bacchus,  Apollo,  MeK** 
cury,  or  Hercules  were  seldom  without  one.  These 
honourable  wives  had  by  day  feasted  their  eyes  upon  the 
god,  and  the  confusing  dream  recalled  the  reptile's  form. 
Thus  I  at  the  same  time  maintain  the  dream  and  dispon 
of  the  interpretation,  which  the  pride  of  their  sons  and  Aa 
shamelessness  of  the  flatterer  put  upon  it :  for  there  mut 
have  been  a  reason  why  the  adulterous  phantasy  should 
always  have  been  a  serpent. 

But  I  am  digressing ;  all  I  want  to  establish  is,  thai 
among  the  ancients  beauty  was  the  highest  law  of  tha 
plastic  arts.  And  this,  once  proved,  it  is  a  necessary  can- 
sequence  that  everything  else  over  which  their  range 
could  be  at  the  same  time  extended,  if  incompatible  with 
beauty,  gave  way  entirely  to  it;  if  compatible,  was  at 

'  It  is  an  error  to  suppose  that  the  serpent  was  exclusively  the  mtt 
hoi  of  a  healing  deity.  Justin  Martyr  (Apolog.  ii.  p.  55,  Edit  Byl* 
burgh)  says  expressly  :  irapit  vcarrl  r&y  voyaCoiitvoov  irap*  ifwf  9cAr,  1^ 
vliifioKov  fi4ya  Koi  fivffr'fiptoy  itveeypd^erou  i  and  it  would  be  eujy  Ii 
quote  a  whole  series  of  monuments  where  the  serpent  accompuiifll 
deitioe  who  had  no  connexion  whatever  with,  the  healing  art. 
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sast  Bubordinate.  I  will  abide  by  my  expression.  There 
le  passions,  and  decrees  of  passion,  wbicli  are  expressed 

Lihe  ugliest  possible  contortions  of  countenance,  and 
iw  tbe  whole  body  into  such  a  forced  position  that  all 
he  beautiful  Hues  which  cover  its  surface  in  a  quiet 
ittitude  are  lost.  From  all  such  emotions  the  ancient 
oasteiB  either  abstained  entirely,  or  reduced  them  to  that 
ower  degree  in  which  they  are  capable  of  a  certain 
aeasme  of  beauty. 

Bage  and  despair  disgraced  none  of  their  productions ; 
[  dare  maintain  that  they  have  never  painted  a  Fury.^ 

•  Thoagh  we  were  to  review  all  the  works  of  art  mentioned  by 
Pliny,  Pansanias,  and  others,  or  search  among  the  ancient  statues,  bas- 
^liefa,  and  paintings  still  extant,  we  should  nowhere  find  a  faiy.  I 
izcept  such  figures  aa  belong  to  the  language  of  symbols,  rather  than 
k)  aii,  and  are  principally  to  be  found  upon  coins.  Meantime 
Spence,  since  he  was  determined  to  discover  furies,  would  do  much 
letter  to  borrow  them  from  the  coins  (Seguini  Kumis.  p.  178.  Span- 
lieni.  de  Praest.  Numism.  Dissert,  ziii.  p.  639.  Les  G^sars  de  Julien,  par 
3^)aDheim,  p.  48)  than  he  has  done  in  introducing  them  by  an  ingenious 
OdA  into  a  work  in  which  there  is  certainly  no  trace  of  them.  He 
ays  in  his  Polymetis  (Dial.  xvi.  j).  272) :  **  Though  furies  are  very  un- 
X)inmon  in  the  works  of  the  ancient  artists,  yet  there  is  one  story  in 
irhich  they  are  generally  introduced  by  them.  1  mean  the  death  of  Mele- 
)ger ;  in  the  relievos  of  which  they  are  often  represented  as  encouraging 
)r  urging  Althiea  to  bum  the  fatal  brand  on  which  the  life  of  her 
mly  son  depended.  Even  a  woman's  resentment,  you  see,  could  not 
,'o  so  far  without  a  little  help  of  the  devil.  In  a  copy  of  one  of  these 
elievos,  published  by  Bellori  in  the  Admiranda,  there  are  two  women 
landing  by  the  altar  with  Althaea,  who  are  probably  meant  for  furies 
a  the  orig'mal  (for  who  but  furies  would  assist  at  such  a  sacrifice  ?). 
.^hat  they  are  scarce  horrid  enough  for  that  chamcter  is  doubtless  the 
lult  of  the  copy,  but  what  is  most  to  be  observed  in  that  piece  is  a  round 
lechillion  below,  about  the  midst  of  it,  with  tlie  evident  head  of  a  fury 
pon  it.  This  might  be  what  Althaea  addressed  h er  prayers  to  whenever 
lie  was  going  to  do  any  very  evil  action,  and  on  this  occasion  in  parti- 
ular  had  every  reason,  therefore,"  &c.  By  such  tortuous  logic  as  this 
ny thing  might  be  proved.  Who  else  but  the  furies,  asks  Spence, 
rould  have  been  present  at  such  an  action  ?  I  answer,  the  maid-ser- 
ants  of  Althaea,  who  had  to  light  and  keep  up  the  fire.  Ovid  says 
Metamorph.  viii.  460) : — 

**  Protulit  hunc  (stipitem)  genotrix,  tsedasque  in  fragmina  poni 
Imperat,  et  positis  inimicos  admovet  ignes." 

Joth  persons,  in  fact,  have  in  their  hands  such  *'  taedas,"  or  long  pieces 
)f  resinous  fir  as  the  ancients  used  for  torches,  and  one  of  them  lias 
ust  broken  one  of  these  pieces  of  fir,  as  her  attitude  proves.    I  am  just 
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Indignation  was  softened  down  to  seriousness.  Ji 
poetry  it  was  the  indignant  Jupiter  who  hurled  the  lighM 
ning,  in  art  it  was  only  the  serious.  Grief  was  lessened 
into  moumfulness ;  and  where  this  softening  could  find 
no  place,  where  mere  grief  would  have .  been  as  lowering 
as  disfiguring,  what  did  Timanthes  ?  His  painting  of  tlM 
sacrifice  of  Iphigeneia  is  known,,  in  which  he  has  imparted 
to  all  the  bystanders  that  peculiar  degree  of  sorrow  whick 
becomes  them,  but  has  concealed  the  face  of  the  fathein 
which  should  have  shown  the  most  profound  of  all.  Oi 
this  many  clever  criticisms  have  been  passed.  He  had, 
says  one,^  so  exhausted  his  powers  in  the  sorrowful  faoei 
of  the  bystanders  that  he  despaired  of  being  able  to  gi7« 
a  more  sorrowful  one  to  the  father.  By  so  doing  he  cott* 
fessed,  says  another,  that  the  pain  of  a  father  under  snoh 
circumstances  is  beyond  all  expression.^^  For  my  part,  I 
see  no  incapacity  of  either  artist  or  art  in  it.  With  the 
degree  of  passion  the  corresponding  lines  of  countenance 

»s  far  from  recognizing  a  fiiry  on  the  disc  near  the  middle  of  the  work. 
It  is  a  face  which  expresses  violent  pain,  and  without  doubt  is  meant 
to  be  the  head  of  Meleager  himself.    (Metamorph.  yiii.  515.) 

"  Inscius  atque  absens  flamma  Meleagros  in  ilia 
Uritur ;  et  csBcis  torreri  viscera  sentit 
IgnibuB:  et  magnos  superat  virtute  dolorcs." 

The  artist  used  it  as  a  means  of  transition  into  the  subsequent  scene 
of  the  same  story,  which  directly  after  exhibits  Meleager  as  dying, 
The  figures  which  Spence  considers  furies,  Montfaucon  takes  to  hi 
ParcsB  (Antiq.  Exp.  vol.  i.  p.  162),  except  the  head  upon  the  disc,  whid 
he  also  decides  to  oe  a  fury.  Even  Bellori  (Admiranda,  tab.  77)  leavei 
it  undecided  whether  they  are  parcse  or  furies — an  **  or,"  which  ii 
sufficient  evidence  that  they  are  neither  the  one  nor  the  other.  Thi 
rest  of  Montfaucon's  explanation  is  also  deficient  in  accuracy.  Thi 
female  figure  who  is  leaning  upon  her  elbows  against  the  bed  shoul( 
have  been  called  Eassandra,  and  not  Atalanta.  Atalanta  is  the  oni 
who  is  sitting  in  a  mournful  attitude  with  her  back  turned  towards  th< 
bed.  The  artist  has  shown  great  intelligence  in  separating  her  tron 
the  family,  inasmuch  as  she  was  only  the  mistress  and  not  the  wife  o 
Meleager,  and  her  sorrow  therefore  at  a  misfortune  of  which  she  Im 
been  the  innocent  cause  could  only  have  exasperated  his  relations. 

'  Plinius,  XXXV.  35 :  *'  Gum  msBstos  pinxisset  omnes,  prsBcipue  pa 
truum,  et  tristitisB  omnem  imaginem  consumpsisset,  patris  ipsius  yultun 
vcluvit,  quem  digne  non  poterat  ostendere." 

*®  ^*  Summi  mieroris  acerbitatem  arte  exprimi  non  poBse  oonfeMUS  est' 
— ^Yaleriui  Maximus,  viii.  11. 
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also  strengtheiied ;  in  the  highest  degree  they  are 
ft  decided,  and  nothing  in  art  is  easier  than  their 
•reesioii.  But  Timianthes  knew  the  limits  within 
Lch  the  Graces  had  confined  his  art.  He  knew  that  the 
sf  which  became  Agamemnon,  as  a  father,  must  have 
n  expressed  by  contortions,  at  all  times  ugly ;  but  so 

as  dignity  and  beauty  could  be  combined  with  the 
)re8sion  of  such  a  feeling,  so  far  he  pushed  it.     True, 

would  fein  have  passed  over  the  ugly,  fain  have 
tened  it ;  but  since  his  piece  did  not  admit  either  of  its 
ifision  or  diminution,  what  was  left  him  but  its  conceal- 
nt?  He  left  to  conjecture  what  he  might  not  paint, 
short,  this  concealment  is  a  sacrifice  which  the  artist 
ide  to  beauty,  and  is  an  instance,  not  how  expression 
iy  exceed  the  capacity  of  art,  but  how  it  should  be 
bjected  to  art's  first  law,  the  law  of  beauty. 
And  now,  if  we  apply  this  to  the  Laokoon,  the  principle 
'  which  I  am  searching  is  clear.  The  master  aimed  at  the 
;hest  beauty  compatible  with  the  adopted  circumstances 
bodily  pain.  The  latter,  in  all  its  disfiguring  violence, 
lid  not  be  combined  with  the  former ;  therefore  he  must 
luce  it ;  he  must  soften  shrieks  into  sighs,  not  because 
jhriek  would  have  betrayed  an  ignoble  soul,  but  because 
would  have  produced  a  hideous  contortion  of  the  counte- 
nce.  For  only  imagine  the  mouth  of  Laokoon  to  be 
•ced  open,  and  then  judge !  Let  him  shriek,  and  look  at  x 
n  I  It  was  a  form  which  inspired  compassion,  for  it  dis-  ) 
lyed  beauty  and  pain  at  once.  It  hasTbfef&me  an  ugly  ^ 
d  horrible  shape  from  which  we  gladly  avert  our  eyes ; 
•  the  sight  of  pain  excites  annoyance,  unless  the  beauty 
the  suiFering  object  change  that  annoyance  into  the 
eet  emotion  of  pity. 

The  mere  wide  opening  of  the  mouth,  setting  aside  the 
•ced  and  disagreeable  manner  in  which  the  other  parts 
the  face  are  displaced  and  distorted  by  it,  is  in  painting 
;pot,  and  in  sculpture  a  cavity ;  both  which  produce  the 
>rst  possible  effect.  Montfaucon  displayed  little  taste 
len  he  pronounced  an  old  bearded  head  with  a  gaping 
)uth  to  be  a  bust  of  Jupiter,  uttering  oracles.^^   Is  a  god 

**  Antiquit.  Expl.  yoL  1.  p.  50. 
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obliged  to  shout  when  he  divulges  the  future?  Would  a 
pleasing  outline  of  the  mouth  have  cast  suspicion  on  his 
utterance  ?  Neither  do  I  believe  Valerius  when  he  says, 
merely  from  memory,  that  in  that  picture  of  Timanthes, 
Ajax  was  represented  as  shrieking.^^  Even  far  worse 
masters,  in  a  period  when  art  was  already  degenerate,  did 
not  think  of  allowing  the  wildest  barbarians,  when  filled 
with  affright,  and  the  terrors  of  death  beneath  the  victor'B 
sword,  to  open  their  mouths  and  shriek.^^ 

It  is  certain  that  this  softening  down  of  extreme  bodily 
pain  to  a  lower  degree  of  feeling  is  perceptible  in  several 
productions  of  ancient  art.  The  suffering  Hercules  in  the 
poisoned  garment,  the  work  of  an  unknown  old  master, 
was  not  the  Hercules  of  Sophokles,  whose  shrieks  are  so 
horrible  that  the  rocks  of  Lokris  and  headlands  of  Euboia 
resound  therewith.  He  was  gloomy  rather  than  wild.^^ 
The  Philoktetes  of  Pythagoras  Leontinus  appeared  to 
impart  his  pain  to  the  beholder,  yet  this  effect  would  have 
been  destroyed  by  the  least  ugliness  of  feature.  I  may  be 
asked  how  I  know  that  this  master  executed  a  statue  oi 
Philoktetes?  From  a  passage  in  Pliny,  so  manifestly 
either  interpolated  or  mutilated  that  it  ought  not  to  have 
awaited  my  amendment.  ^^ 

"  He  thus  specifies  the  degrees  of  sorrow  actually  expressed  b^ 
'Timanthes:  <*  Galchantem  tristem,  msestum  Ulyssem,  clamanten 
Ajaoem,  lamentantem  Menelaum."  The  dirieking  Ajax  could  notbu 
liave  been  on  u^ly  figure ;  and  since  neither  Cicero  nor  Quintiliai 
mention  it  in  their  descriptions  of  this  painting,  I  am  the  more  indinei 
io  believe  it  an  addition  by  which  Valerius  thought  to  enrich  th< 
picture  from  his  own  imagination. 

"  Bellorii  Admiranda,  tab.  11, 12.        "  PUnius,  xxxiv.  19,  36. 

"  **  Eundem  "  (namely  Myro),  we  read  in  PUny  (lib.  xxxiv.  sec.  19, 4J 
•**  vicit  et  (Pythagoras)  Leontinus,  qui  fecit  stadiodromon  Astvlon,  qu 
Olympise  ostenditur :  et  Libyn  puerum  tenentem  tabulam,  eoaem  looo 
ot  mala  fcrentem  nudum.  Syracusis  autem  claudicantem ;  cujui 
uleeris  dolorem  sentire  etiam  spectantes  videntur."  Let  us  consider  th( 
last  sentence  a  little  more  closely.  Manifestly  some  one  is  spoken  o 
who  is  known  by  all  on  account  of  a  painful  ulcer :  '*  Gujus  idceris,"  &o. 
and  is  this  **  cujus  **  to  refer  to  the  mere  '*  claudicantem,"  and  tb 
**  claudicantem  "  possibly  agree  with  a  •*  puerum,"  supplied  from  th< 
foregoing  clause  ?  No  one  has  more  right  to  be  celebrated  on  accoun 
of  such  an  ulcer  than  Philoktetes.  I  therefore  read"Plulootetem' 
instead  of  *'  claudicantem,"  or  at  least  consider  that  the  former  of  thi 
two  words  has  slipped  out  of  the  manuscripts,  owing  to  its  resemblano 
in  sound  to  the  latter ;  and  that  the  proper  reading  would  be  ^  Philoo 
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But,  as  has  been  already  mentiotied,  art  has  in  modem 
times  heen  allotted  a  far  wider  sphere.  *'  Its  imitations, 
it  is  said,  extend  over  the  whole  of  visible  nature,  of 
which  the  beautiful  is  but  a  small  part :  truth  and 
expression  is  its  first  law ;  and  as  nature  herself  is  ever 
ready  to  sacrifice  beauty  to  higher  aims,  so  likewise  the 
artist  must  render  it  subordinate  to  his  general  design, 
and  not  pursue  it  farther  than  truth  and  expression 
permit.  Enough  that,  through  these  two,  what  is  most 
ugly  in  nature  has  been  changed  into  a  beauty  of  art." 

But  even  if  we  should  leave  this  idea,  whatever  its 
value,  for  the  present  undisputed,  would  there  not  arise 
other  considerations  independent  of  it,  which  would 
compel  the  artist  to  put  certain  limits  to  expression, 
and  prevent  him  from  ever  drawing  it  at  its  highest  in- 
tensity? 

I  believe  the  fact,  that  it  is  to  a  single  moment  that  the 
material  limits  of  art  confine  all  its  imitations,  will  lead 
Qs  to  similar  views. 

If  the  artist,  out  of  ever-varying  nature,  can  only  make 
use  of  a  single  moment,  and  the  painter  especially  can 
only  use  this  moment  from  one  point  of  view,  whilst  their 
works  are  intended  to  stand  the  test  not  only  of  a  pass- 
ing glance,  but  of  long  and  repeated  contemplation,  it 
is  clear  that  this  moment,  and  the  point  from  which  this 
moment  is  viewed,  cannot  be  chosen  with  too  great  a 
regard   to  results.     Now  that  only  is  a  happy  choice 
which  allows  the  imagination  free  scope.     The  longer  wo 
gaze,  the  more  must  our  imagination  add ;  and  the  more 
our  imagination  adds,  the  more  we  must  believe  we  see. 
In  the  whole  course  of  an  emotion  there  is  no  moment 
which   possesses  this   advantage  so  little  as  its  highest 
stage.     There  is  nothing  beyond  this ;  and  the  presenta- 
tion of  extremes  to  the  eye  clips  the  wings  of  fancy. 


tetem  claudicantem."  Sophokles  speaks  of  his  o-rifioy  kot*  avdyKup 
tfrrtiy :  and  ho  must  have  limped,  since  he  oould  not  set  his  diseased 
foot  firmly  to  the  ground. 

o  2 
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prevents  her  from  soaring  beyond  the  impression  of  tl 
senses,  and  compels  her  to  occupy  herself  with  weak 
images ;  further  than  these  she  ventures  not,  but  shrin] 
from  the  visible  fulness  of  expression  as  her  limit.  Thu 
if  Laokoon  sighs,  the  imagination  can  hear  him  shriei 
but  if  he  shrieks,  it  can  neither  rise  a  step  higher  aboi 
nor  descend  a  step  below  this  representation,  withoi 
seeing  him  in  a  condition  which,  as  it  will  be  moi 
endurable,  becomes  less  interesting.  It  either  hears  hi] 
merely  moaning,  or  sees  him  already  dead. 

Furthermore,  this  single  moment  receives  through  a] 
an  unchangeable  duration  ;  therefore  it  must  not  exprei 
anything,  of  which  we  can  think  only  as  transitory.  A 
appearances,  to  whose  very  being,  according  to  our  idea 
it  is  essential  that  they  suddenly  break  forth  and  i 
suddenly  vanish,  that  they  can  be  what  they  are  but  f( 
a  moment, — all  such  appearances,  be  they  pleasing  or  1 
they  horrible,  receive,  through  the  prolongation  which  a: 
gives  them,  such  an  unnatural  character,  that  at-  evei 
repeated  glance  the  impression  they  make  grows  weak 
and  weaker,  and  at  last  fills  us  with  dislike  or  disgust  * 
the  whole  object.  La  Mettrie,  who  got  himself  paintc 
and  engraved  as  a  second  Demokritus,  laughs  only  tl 
first  time  we  look  at  him.  Look  at  him  oftener,  and  1 
changes  from  a  philosopher  into  a  fool.  His  laugh  become 
a  grin.  So  it  is  with  shrieks;  the  violent  pain  whic 
compels  their  utterance  soon  either  subsides,  or  destroy 
its  suffering  subject  altogether.  If,  therefore,  even  tl 
most  patient  and  resolute  man  shrieks,  he  does  not  do  i 
unremittingly ;  and  it  is  only  the  seeming  continuance  < 
his  cries  in  art  which  turns  them  into  efteminate  imp 
tence  or  childish  petulance.  This,  at  least,  the  artist  < 
the  Laokoon  must  needs  have  avoided,  even  if  beauty  wei 
not  injured  by  a  shriek,  and  even  had  his  art  allowed ' 
his  expressing  suffering  without  beauty. 

Among  the  ancient  painters,  Timomachus  seems  to  ha'' 
delighted  in  selecting  subjects  suited  to  the  display 
extreme  passion.  His  raving  Ajax  and  infanticide  Med< 
were  celebrated  paintings ;  but,  from  the  descriptions  t 
possess  of  them,  it  is  plain  that  he  thoroughly  understoc 
and  judiciously  combined  that  point  at  which  the  behold 
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is  rather  led  to  the  conception  of  the  extreme  than  actually 
sees  it  with  that  appearance  with  which  we  do  not  asso- 
date  the  idea  of   transitoriness  bo  inseparably  as  to  be 
displeased  by  its  continuance  in  art.     He  did  not  paint 
Medea  at  the  instant  when  she  was  actually  murdering 
lier  children,  but  a  few  moments  before,  whilst  her  motherly 
love  was  still  struggling  with  her  jealousy.    We  see  the 
end  of  the  contest  beforehand ;  we  tremble  in  the  anticipa- 
tion of  soon  recognizing  her  as  simply  cruel,  and  our 
imagination  carries  us  far  beyond  anything  which   the 
painter  could  have  portrayed  in  that  terrible  moment 
iteelf.    But,  for  that  very  reason,  the  irresolution  of  Medea, 
which  art  has  made  perpetual,  is  so  far  from  giving  offence^ 
tkat  we  are  rather  inclined  to  wish  that  it  could  have 
remained  the  same  in  nature,  that  the  contest  of  passions 
bad  never  been  decided,  or  at  least  had  continued  so  long 
that  time  and  reflexion  had  gained  the  mastery  over  fary, 
and  assured  the  victory  to  the  feelings  of  the  mother. 
This  wisdom  of  Timomachus  has  called  forth  great  and 
fr^uent  praise,  and  raised  him  far  above  another  unknown 
iMonter,  who  was  foolish  enough  to  draw  Medea  at  the 
very  height  of  her  frenzy,  and  thus  to  impart  to  this 
fleeting,  transient  moment  of  extreme  madness  a  duration 
that  disgusts  all  nature.     The  poet,^  who  censures  him, 
says  very  sensibly,  whilst  addressing  the  figure  itself: 
"  Thirstest  thou  then  ever  for  the  blood  of  thy  children  ? 
Is  there  ever  a  new  Jason,  a  new  Kreusa  there  to  exaspe- 
rate thee  unceasingly  ?"      "  Away  with    thee,   even  in 
painting  I"  he  adds,  in  a  tone  of  vexation. 

Of  the  frenzied  Ajax  of  Timomachus  we  can  form  some 
judgment  from  the  account  of  Philostratus.^  Ajax  did 
not  appear  raging  anuong  the  herds,  and  binding  and 
slaughtering  oxen  and  rams  instead  of  men;  but  the 
master  exhibits  him  sitting  wearied  with  these  heroic 
ieeds  of  insanity,  and  conceiving  the  design  of  suicide ; 

'  Philippus,  Anthol.  lib.  IV.  cap.  ix.  ep.  10 — 

Alii  yhp  Zv^^s  Pp€<l>€av  <p6vov,  ^  Tt9  'l^crwy 
A€iVr€/>05,  ^  rXavKT}  ris  tf6Xi.  ffoi  trpStpouns ; 
'^Eppe  Ktd  iy  icrip^,  Tai8oicT<Jvc 

•  Vita  ApoU.  lib.  11.  cap.  xxii. 
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and  that  is  really  the  raging  Ajax :  not  because  he  is  just 
then  raging,  bnt  because  we  see  that  he  has  been ;  because 
we  can  form  the  most  lively  idea  of  the  extremity  of  his 
frenzy  from  the  shame  and  despair  which  he  himself 
feels  at  the  thoughts  of  it.  We  see  the  storm  in  the 
wrecks  and  corpses  with  which  it  has  strewn  the  beach. 


CHAPTEE  IV. 

I  HAVE  passed  under  review  the  reasons  alleged  for  the 
artist  of  the  Laokoon  being  obliged  to  set  certain  bounds 
to  the  expression  of  bodily  pain ;  and  I  find  that  they  aie 
altogether  derived  from  the  peculiar  conditions  of  his  art, 
and  its  necessary  limits  and  wants.  Perhaps  hardly  any 
of  them  would  be  found  equally  applicable  to  poetry. 

We  will  not  here  examine  how  far  the  poet  can  succeed 
in  depicting  physical  beauty.  It  is  undeniable,  that  as 
the  whole  infinite  realm  of  the  perfectly  excellent  lies  open 
to  his  imitation,  this  outward  visible  garb,  the  perfect  form 
of  which  is  beauty,  is  only  one  of  the  least  of  the  means 
by  which  he  can  interest  us  in  his  characters.  Often  he 
neglects  this  means  entirely,  feeling  certain,  if  his  hero  has 
once  won  our  regard,  of  so  preoccupying  our  minds  with 
his  nobler  qualities  that  we  shall  not  bestow  a  thought 
upon  his  bodily  form ;  or  that  if  we  do  think  of  it,  it  will 
be  with  such  favourable  prepossessions  that  we  shall,  of 
ourselves,  attribute  to  him  an  exterior,  if  not  handsome,  at 
least  not  unpleasing ;  at  any  rate  he  will  not  permit  himself 
to  pay  any  regard  to  the  sense  of  sight,  in  any  trait,  which 
is  not  expressly  intended  to  appeal  to  it.  When  Virgil's 
Laokoon  shrieks,  does  it  occur  to  any  one  that  a  widely 
opened  mouth  is  the  necessary  accompaniment  of  a  shriek, 
and  that  this  open  mouth  is  ugly?  It  is  enough  that 
*'  clamores  horrendos  ad  sidera  tollit,"  whatever  it  may  bo 
io  the  eyes,  is  a  powerful  appeal  to  the  ears.  If  any  one 
here  feels  the  want  of  a  beautiful  picture,  the  poet  has 
failed  to  make  a  due  impression  on  him. 

Moreover,  the  poet  is  not  compelled  to  concentrate  his 
picture  into  the  space  of  a  single  moment.    He  has  it  in 


OsAP.  IVJ  LAOEOON.  23 

his  power  to  take  up  every  action  of  his  hero  at  its  source, 
and  pursue  it  to  its  issue,  through  all  possible  variations. 
Each  of  these,  which  would  cost  the  artist  a  separate  work, 
costs  the  poet  but  a  single  trait ;  and  should  this  trait,  if 
Tiewed  by  itself,  offend  the  imagination  of  the  hearer, 
either  sudi  preparation  has  been  made  for  it  by  what  has 
preceded,  or  it  will  be  so  softened  and  compensated  by 
what  follows  that  its  solitary  impression  is  lost,  and  the 
combination  produces  the  best  possible  effect.  Thus,  were 
it  really  unbecoming  in  a  man  to  shriek  under  the  vio- 
lence of  bodily  pain,  what  prejudice  could  this  slight  and 
transitory  impropriety  excite  in  us  against  one  in  whose 
favour  we  are  already  prepossessed  by  his  other  virtues  ? 
Virgil's  Laokoon  shrieks,  but  this  shrieking  Laokoon  is 
the  same  man  whom  we  already  know  and  love  as  a  far- 
sighted  patriot  and  affectionate  father.  We  attribute  his 
cries  not  to  his  character,  but  solely  to  his  intolerable 
Buffering.  It  is  this  alone  that  we  hear  in  them,  and  by 
them  alone  could  the  poet  have  brought  it  home  to  us. 

Who,  then,  still  censures  him?  Who  is  not  rather 
forced  to  own  that  whilst  the  artist  has  done  well  in  not 
allowing  hiTn  to  shriek,  the  poet  has  done  equally  well  in 
causing  him  to  do  so  ? 

But  Virgil  is  here  merely  a  narrative  poet :  will  his 
justification  include  the  dramatic  poet  also  ?  One  impres- 
sion is  produced  by  the  relation  of  a  person's  shriek, 
another  by  the  shriek  itself.  The  drama  designed  for  the 
living  art  of  the  actor  should,  perhaps,  for  that  very 
reason  be  compelled  to  confine  itself  more  strictly  within 
the  limits  of  material  art.  In  it  we  do  not  merely  believe 
that  we  see  and  hear  a  shrieking  Philoktetes,  we  actually 
do  see  and  hear  him.  The  nearer  the  actor  approaches  to 
nature,  the  more  will  our  eyes  and  ears  be  offended ;  for  it 
is  indisputable  that  they  are  so  in  nature  itself  when  we 
meet  with  such  loud  and  violent  expressions  of  pain. 
Besides,  bodily  pain  generally  is  not  capable  of  exciting 
that  sympathy  which  other  ills  awaken.  Our  imagination 
can  discern  too  little  in  it  for  the  mere  sight  of  it  to  arouse 
in  us  anything  of  an  equivalent  emotion.  Sophokles, 
therefore,  in  making  Philoktetes  and  Hercules  moan  and 
cry,  shriek  and  howl,  to  such  an  excess,  may  easily  have 
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offended  not  a  merely  conventional  sense  of  propriety,  Imt 
one  grounded  upon  the  very  existence  of  our  feelings.  Itii 
impossible  that  the  coactors  in  the  scene  should  share  his 
sufferings  in  the  high  degree  that  these  unmeasured  out- 
breaks seem  to  demand.  These  coactors  would  appear  to 
us,  their  spectators,  comparatively  cold ;  and  yet  we  can- 
not but  regard  their  sympathies  as  the  measure  of  our 
own.  If  we  add,  that  it  is  with  difficulty,  if  at  all,  that 
the  actor  can  succeed  in  cariying  the  representation  of 
bodily  pain  as  far  as  positive  illusion,  it  becomes  a  question 
whether  the  modem  dramatic  poets  should  not  rather  be 
praised  than  blamed  for  having  completely  avoided  this 
rock,  or  at  all  events  doubled  it  in  but  a  light  craffc. 

How  many  things  would  appear  incontestable  in  theory, 
if  genius  had  not  succeeded  in  proving  them  to  be  the 
contrary  by  fact.  None  of  the  above  considerations  are 
groundless,  and  still  the  Fhiloktetes  remains  one  of  the 
masterpieces  of  the  stage:  for  a  part  of  them  are  not 
applicable  to  Sophokles,  and  only  by  rising  superior  to  the 
rest  has  he  attained  to  that  beauty  of  which  the  timid 
critic,  without  this  example,  would  never  have  dreamt. 
The  following  remarks  will  demonstrate  this  more  exactly. 

1.  What  wonderful  skill  has  the  poet  shown  m 
strengthening  and  enlarging  the  idea  of  bodily  pain.  He 
chose  a  wound  (for  the  circumstances  of  the  story  may  also 
be  considered  as  depending  on  his  choice,  inasmuch  as  he 
selected  the  whole  legend  for  the  sake  of  the  circum- 
stances favourable  to  him  which  it  contained) ;  he  chose, 
I  say,  a  wound,  and  not  an  internal  malady ;  because  the 
former  admits  of  a  more  lively  representation  than  the 
latter,  however  painful  it  may  be.  For  this  reason,  the  in- 
ward sympathetic  fire  which  consumes  Meleager  as  his 
mother  sacrifices  him  to  her  sisterly  fury  by  means  of  the 
fatal  brand,  would  be  less  dramatic  than  a  wound.  This 
wound,  moreover,  was  a  punishment  divinely  decreed.  A 
supernatural  poison  incessantly  raged  therein,  and  only  a 
more  violent  attack  of  pain  had  its  periodical  duration,  at 
the  expiration  of  which  the  unhappy  man  always  fell  into 
a  benumbing  sleep,  during  which  exhausted  nature  re- 
covered strength  to  tread  again  the  same  path  of  suffering. 
Chateaubrun  makes  him  wounded  merely  by  the  poison^ 
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row  of  a  Trojan.  What  extraordinary  issue  was  to  be 
pected  from  so  ordinary  an  occurrence  ?  In  the  ancient 
ITS  every  one  was  exposed  to  it :  how  came  it,  then,  that 
Philoktetes'  case  only  it  was  followed  by  such  dreadfu^ 
ousequences?  Besides,  is  not  a  natural  poison,  that 
)rk8  for  nine  whole  years,  far  more  improbable  than  all 
B  fabled  wonders  with  which  the  Greek  has  adorned 
jpiece? 

2.  Sophokles  felt  full  well  that,  however  great  and 
rrible  he  made  the  bodily  pain  of  his  hero,  it  would  not 
snfGicient,  by  itself,  to  excite  any  remarkable  degree  of 
mpathy.  He  therefore  combined  it  with  other  evils, 
lidi  likewise  could  not  greatly  move  us  of  themselves, 
it  which,  from  this  combination,  receive  the  same 
^lancholy  colouring,  which  they  in  their  turn  impart  to 
e  bodily  pain.  These  evils  were  a  oomplete  absence  of 
iman  society,  hunger,  and  all  the  hardships  of  life,  to 
lich  a  man  under  such  privations  and  an  inclement 
mate  is  exposed.^     Imagine  a  man  in  these  circum- 

When  tLe  chorus  yiews  the  misery  of  Philoktetes  in  this  oombina- 
D,  it  appears  to  be  deeply  moved  by  the  consideration  of  his  helpless 
lation.  We  hear  the  sociable  Greek  in  every  word  they  utter, 
out  one  of  these  passages  I  entertain,  however,  some  doubts ;  it  is 
i  following  (v.  691,  695,  Dind.):— 

*Ii^  cJnhs  ^y  7rp6(rovpos,  ovk  tx^^  Pdcriy, 

KOKoyeirova  vap*  ^  ar6vov  hnirintov 
fiapvPpoT^  iivoKXa^ 
<r€i€y  alii»rrip6v. 

B  oommon  translation  of  Winsheim  renders  it  thus : 

Yentis  ezpositus  et  pedibus  captus 

Nullum  cohabitatorem 

Nee  vlcinum  ullum  saltem  malum  habens,  apud  quern  gemitum 

mutuum 
Gravemque  ac  omentum 
Ederet" 

3  translation  of  Thomas  Johnson  only  differs  from  the  foregoing 
bally: 

*'  Ubi  ipse  ventis  erat  ezpositus,  firmum  gradum  non  habeut, 
Nee  quenquam  indigenarum. 
Nee  malum  vicinum,  apud  quern  ploraret 
Vehementer  edacem 
Sanguineum  morbum,  mutuo  gemito." 
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stances,  but  give  bim  health,  strength,  and  industry,  and  | 
he  becomes  a  Eobinson  Crusoe,  whose  lot,  though  not  i 

One  would  fancy  that  he  had  borrowed  this  variation  of  words  £rom 
the  metrical  translation  of  Thomas  Naogeorgus.    In  his  work  (whkh   [ 
is  very  scarce,  and  seems  to  have  been  known  to  Fabricius  only  thioq^ 
Oporin's  Catalogue),  he  thus  renders  the  passage  in  question: 

**Ubi  expositns  fuit 
Ventis  ipse,  gradum  firmum  hand  habens, 
Neo  quenquam  indigenam,  neo  vel  malum 
Vicinum,  ploraret  apud  quem 
Yehemeuter  edaoem  atque  oruentum 
Morbum  mutuo." 

Tf  these  translations  are  right,  the  praise  which  the  chonu  besioiit 
upon  the  society  of  our  fellow-men  is  the  strongest  that  can  be 
imagined.  The  miserable  one  has  no  one  witli  him ;  he  knows  of  M 
friendly  neighbour ;  he  would  have  felt  too  happy  had  he  beenblewed 
with  even  a  bad  man  for  a  neighbour  I    Thomson,  perhaps,  had  tldi 

Eassage  in  his  thoughts,  when  he  represented  Melisander,  who  likewise 
ad  been  exposed  on  a  desert  island  by  villains,  as  saying : — 

**  Cast  on  the  wildest  of  the  Cyclad  isles, 
Where  never  human  foot  had  marked  the  shores 
These  rufl5ans  left  me — ^yet,  believe  me,  Areas, 
Such  is  the  rooted  love  we  bear  mankind. 
All  ruffians  as  they  were,  I  never  heard 
A  sound  so  dismal  as  their  parting  oars." 

He  also  preferred  the  society  of  villains  to  none  at  all.  A  great  and 
excellent  meaning !  Were  it  only  certain  that  it  was  the  one  which 
Sophokles  intended  to  convey ;  but  I  must  unwillingly  confess  that  I 
cannot  extract  any  sense  of  the  kind  from  him  unless  I  shoidd  preJCsr 
to  see  with  the  eyes  of  the  old  scholiast,  who  paraphrases  the  passage 
as  follows,  rather  than  with  my  own:  Ou  /xdvoy  ivou  xaXhy  o6«  c7x^ 
riya  rav  iyx<opia)V  ytirova,  d.Wh  ohbh  K(uc6vy  irap'  oZ  afwifiaiw  \6yiif 
ffrivdCcoy  iuco^Krete.  This  interpretation  has  been  followed  by  Bmmoy, 
and  by  our  latest  German  translator,  as  well  as  by  those  mentioned 
above.  The  first  says,  ^*  sans  soci^te  meme  importune  "  ;  the  second, 
"  Deprived  of  all  society,  even  the  most  troublesome."  My  reasons  for 
di£fering  from  them  are  the  following.  In  the  first  place,  it  is  plain 
that  if  KOKoyclroya  is  separated  from  riv'  iyx<i>p^v^  and  constitutes  a 
distinct  clause,  the  particle  ouSe  must  necessarily  be  repeated  before  it 
Since  it  is  not,  KOKoyciroya  must  clearly  be  taken  wiUi  riya,  and  the 
comma  after  iyx<i>p<*iy  must  be  omitted.  Tliis  comma  has  crept  in  in 
consequence  of  tiie  translation,  for  I  actually  find  that  several  simph 
Greek  editions  (e.^.  one  in  8vo,  published  at  Wittenberg,  1585,  which 
was  altogether  unknown  to  Fabricius)  are  without  it,  and  place  the 
first  comma  rightly  after  KOKoyeiroya.  In  the  second  place,  can  he  be 
justly  said  to  be  a  bad  neighbour,  from  whom  we  have  reason  toexped 
the  irr6yoy  hnirvnoy  ^/jLoiPcuoy^  as  explained  by  the  scholiast  ?    It  is  the 
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Serent  to  ns,  has  certainly  no  great  claim  upon  our 
pathy.  For  we  are  seldom  so  contented  with  human 
jty,  that  the  quiet  we  enjoy  when  secluded  from  it 
18  without  a  charm  for  us  ;  especially  under  the  idea, 
3h  flatters  every  individual,  that  he  can  gradually 
a  to  dispense  with  all  external  aid.  On  the  other 
i,  imagine  a  man  afflicted  by  the  most  painful  and 
Table  disease,  but  at  the  same  time  surrounded  by 
I  friends  who  take  care  that  he  suffers  no  want,  who 
IT  as  it  lies  in  their  power  alleviate  his  calamity,  and 
ire  whom  he  may  freely  vent  his  complaints  and 
ows — for  such  a  one  we  shall  undoubtedly  feel 
pathy ;  but  this  sympathy  will  not  endure  throughout ; 
at  last  we  shrug  our  shoulders  and  recommend 
ence.  Only  when  both  cases  are  combined — when 
solitary  one  possesses  no  control  over  his  own  body, 
m  the  sick  man  receives  as  little  assistance  from  others 
e  can  render  himself,  and  his  complaints  are  wafted 
y  on  the  desert  winds ;  then,  and  then  only,  do  we  see 
y  misery  that  can  afflict  human  nature  close  over  the 
1  of  the  unfortunate  one ;  and  then  only  does  every 
ing  thought,  in  which  we  picture  ourselves  in  his 
SLtion,  excite  shrinking  and  horror.  We  see  nothing 
>  despair  in  its  most  horrible  form  before  us ;  and  ii(> 


I  of  a  friend  to  share  our  sighs,  but  not  of  a  foe.  In  short,  the 
KOKoyeiroya  has  been  misunderstood.  It  has  been  rendered  as  if 
re  compounded  of  the  adjective  kukSs,  whereas  it  is  compounded 
le  substantive  t^  KaK6v.  It  has  thus  been  translated  *•  an  evil  com- 
>n,"  whilst  the  real  meaning  is  "  a  companion  of  ill."  In  the  same 
ler  Kouc6fiajni5  does  not  signify  a  *'  bad,"  i.e.  a  "  false,  untrue 
det,"  but  a  "  prophet  of  evil,"  nor  KUKSrexvos  a  "  bad,  unskilful 
;,"  but  one  who  used  bad  arts.  By  a  companion  of  ill  the  poet 
ds  either  '*  one  who  is  visited  with  the  same  calamities  as  our- 
s,"  or  **  one  who,  through  friendship,  shares  them  with  us ;"  tlie 
3  sentence,  ov5*  €xoy  tw  eyx^p^^v  KaKoy^irova^  therefore,  should 
anslated,  "neque  quenquam  indigenarum  mali  socium  habens." 
aas  Franklin,  the  last  English  translator  of  Sophokles,  is  evidently 
'  opinion,  since  he  translates  KaKoyehova,  not  by  **  bad  neighbour," 
aerely  by  **  fellow-mourner  ** — 

*'  Exposed  to  the  inclement  skies, 
Deserted  and  forlorn  he  lies. 
No  friend  nor  fellow-mourner  there. 
To  soothe  his  sorrow  and  divide  his  care." 
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sympathy  is  so  strong,  none  melts  our  whole  soul  so  muoh, 
as  that  which  entwines  itself  with  the  idea  of  despair. 
Of  this  kind  is  the  sympathy  that  we  feel  for  Philoktetes, 
and  feel  most  strongly  at  the  moment  when  we  see  him 
deprived  of  his  bow,  the  only  means  he  still  possessed  of 
prolonging  his  mournful  existence.  Oh,  the  Frenchman  who 
had  no  understanding  to  consider  this,  no  heart  to  feel  it; 
or  if  he  had,  was  mean  enough  to  sacrifice  it  all  to  the  || 
wretched  taste  of  his  nation  I  Chateaubrun  gives  Philok-  [ 
tetes  society.  He  makes  a  young  princess  come  to  hinn  in 
his  desert  island ;  and  even  she  does  not  come  alone,  bat 
is  accompanied  by  her  governess,  whom  I  know  not 
whether  princess  or  poet  needed  most.  He  has  left  out  - 
the  whole  of  the  striking  scene  where  Philoktetes  plays  1 
with  his  bow  ;  and  in  its  stead  has  introduced  the  play  of 
beautiful  eyes.  Bows  and  arrows,  I  suppose,  woidd  have 
appeared  but  a  merry  sport  to  the  hero  youth  of  France; 
nothing,  on  the  contrary,  more  serious  than  the  scorn  of 
beautiful  eyes.  The  Greek  racks  us  with  the  shockintf 
apprehension  that  the  miserable  Philoktetes  will  be  left 
on  the  island  without  his  bow,  and  pitiably  perish.  The 
Frenchman  knows  a  surer  road  to  our  hearts :  he  fill«  us  ] 
with  fear  that  the  son  of  Achilles  may  have  to  depart  j 
without  his  princess.  This  the  Parisian  critics  called  ! 
triumphing  over  the  ancients ;  and  one  of  them  proposed  j 
to  name  Chateaubrun's  piece  "  La  difficult^  vaincue.^^         ! 

3.  After  considering  the  effect  of  the  whole  pieoe,  we 
must  pass  on  to  the  single  scenes,  in  which  Philoktet^  no 
longer  appears  as  the  abandoned  sick  man,  but  is  in  hopes 
of  soon  leaving  the  cheerless  desert  island  and  again 
reaching  his  kingdom ;  in  which,  therefore,  the  whole  of 
his  misfortune  centres  in  his  painful  wound.  He  moans, 
he  shrieks,  he  falls  into  the  most  horrible  convulsions. 
Against  this  the  objection  of  offended  propriety  is  pro- 
perly urged.  It  is  an  Englishman  who  raises  it ;  a  man 
therefore  not  lightly  to  be  suspected  of  a  false  deHoaoY : 
and,  as  already  hinted,  he  adduces  very  good  reasons  lat 
his  opinion.  All  feelings  and  passions,  he  says,  with 
which  others  can  but  little  sympathize  become  offensive 

'  Mcrcurc  de  Franooi  April  1755,  p.  177. 
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if  expressed  with  too  mticli  violence.^     "  It  is  for  the  same 
reason  that  to  cry  out  with  bodily  pain,  how  intolerable 
soever,  appears  always  unmanly  and  unbecoming.    Thero 
18,  however,  a  good  deal  of  sympathy  even  with  bodily 
pain.     If  I  see  a  stroke  aimed,  and  just  ready  to  fall  upon 
the  leg  or  arm  of  another  person,  1  naturally  shrink,  and 
dra'w  hack  my  own  leg  or  my  own  arm ;  and  when  it  does 
fall,  I  feel  it  in  some  measure,  and  am  hurt  by  it,  as  well 
as  the  sufferer.     My  hurt,  however,  is  no  doubt  exceedingly 
dight,  and  upon  that  account,  if  he  makes  any  violent 
Ofotcry,  as  I  cannot  go  along  with  him,  I  never  fail  to 
despise  him."  *    Nothing  is  more  deceitful  than  laying 
doiTvu  general  laws  for  our  feelings.     Their  web  is  so  fine 
and  complicated,  that  it  is  scarcely  possible  even  for  the 
most   cautious  speculation  to  take  up  clearly  a  single 
thread  and  follow  it  amidst  all  those  which  cross  it.     But 
if  speculation  does  succeed,  is  any  advantage  gained? 
There   are  in  nature  no    simple    unmodified    feelings ; 
together  with  each  a  thousand  others  arise,  the  least  of 
which  is  sufficient  entirely  to  change  the  original  sensa- 
tion, so  that  exceptions  multiply  upon  exceptions,  until  at 
last  a  supposed  general  law  is  reduced  to  a  mere  experience 
is  some  single  cases.    We  despise  a  man,  says  the  English- 

»  The  Theory  of  Moral  Sentiments,  by  Adam  Smith,  pt.  i.  sec.  ii. 
ch.  1. 

*  [The  translator  hopes  that  the  following  additional  quotation  from 
Adam  Smith  will  not  be  unacceptable  to  the  reader : — 

"  In  some  of  the  Greek  tragedies  there  is  an  attempt  to  excite  com- 
passion by  the  representation  of  the  ajfencies  of  bodily  pain.  Philoc- 
tetes  cries  ont  and  faints  from  the  extremities  of  his  suflferings. 
Hippolytus  and  Hercules  are  both  introduced  as  expiring  under  the 
severest  tortures,  which,  it  seems,  even  the  fortitude  of  Hercules  was 
incapable  of  supporting.  In  all  these  cases,  however,  it  is  not  the 
pain  which  interests  us,  but  some  other  circumstance.  It  is  not  the 
sore  foot,  but  the  solitude,  of  Philoctetes  which  aflfects  us,  and  difiuses 
over  that  charming  tragedy  that  romantic  wildness  which  is  so  agree- 
able to  the  imagination.  The  agonies  of  Hercules  and  Hippolytus  are 
interesting  only  because  we  foresee  that  death  is  to  be  the  consequence. 
If  those  heroes  were  to  recover,  we  should  think  the  representation* 
of  their  sufferings  perfectly  ridiculous.  What  a  tragedy  would  that  be 
of  which  the  distress  consisted  in  a  colic  I  Yet  no  pain  is  more  ex- 
quisite. These  attempts  to  excite  compassion  by  the  representation 
of  bodily  pain  may  be  regarded  as  amcmg  the  greatest  breaches  oi 
decorum  of  which  the  Greek  theatre  has  set  the  example.'*] 
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man,  if  we  hear  him  cry  out  violently  under  bodily  paiii. 
But  not  always ;  not  for  the  first  time ;  not  when  we  see 
that  the  sufferer  makes  every  possible  effort  to  suppress  it; 
not  when  we  know  that  he  is  in  other  respects  a  man  of 
firmness ;  still  less  when  we  see  him  even  in  the  midst  of 
his  distress  afford  proofs  of  his  constancy ;  when  we  see 
that  his  pain  can  indeed  compel  him  to  shriek,  but  cannot ' 
force  him  a  step  further ;  when  we  see  that  he  had  rather 
subject  himself  to  a  prolongation  of  this  pain  than  suffer 
his  mode  of  thought  or  resolution  to  undergo  the  slightest 
alteration,  even  though  he  has  reason  to  hope  that  by  this 
change  his  pain  would  be  brought  altogether  to  an  end. 
All  this  is  found  in  the  case  of  Philoktetes.  Moral  great- 
ness consisted,  among  the  Greeks,  in  an  unalterable  love 
of  their  friends,  and  undying  hatred  of  their  foes ;  and  this 
p;reatness  Philoktetes  preserved  through  all  his  troubles. 
His  eyes  were  not  so  dried  up  with  pain  that  they  had  no 
tears  to  bestow  upon  the  fate  of  his  former  friends ;  neither 
was  his  spirit  so  subdued  by  it  that  to  obtain  a  release 
from  it  he  could  forgive  his  enemies  and  willingly  lend 
himself  to  all  their  selfish  ends.  And  were  the  Athenians 
to  despise  this  rock  of  a  man  because  the  waves  which 
were  powerless  to  shake  him  could  at  least  wring  from 
him  some  sound  ?  I  confess  I  think  that  Cicero  generally 
displays  but  little  taste  in  his  philosophy,  and  least  of  all 
.  in  that  part  of  the  second  book  of  the  Tusculan  Questions, 
where  he  puffs  up  the  endurance  of  bodily  pain.  One 
would  think  he  wanted  to  train  a  gladiator,  so  hot  is  his 
zeal  against  any  expression  of  pain ;  in  which  he  appears 
to  find  only  a  want  of  patience,  without  reflecting  that  it 
is  often  anything  but  voluntary,  while  true  bravery  can 
1)0  exhibited  in  voluntary  actions  only.  In  Sophokles' 
play  he  hears  nothing  but  Philoktetes'  complaints  and 
shrieks,  and  entirely  overlooks  his  steadfast  bearing  in 
other  respects.  How  else  would  he  have  found  occasion 
for  his  rhetorical  sally  against  the  poets  ?  "  Their  object 
surely  is  to  render  us  effeminate,  when  they  introduce  the 
bravest  men  weeping."  They  must  let  them  weep,  for  the 
theatre  is  no  arena.  It  became  the  condemned  or  mercenary 
gladiator  to  do  and  suffer  all  with  propriety.  From  him 
no  sound  of  complaint  was  to  be  heard,  in  him  no  painful 
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eommlfiioiis  seen ;  for  since  his  woundfi  and  death,  were 
intended  to  afford  delight  to  the  spectators,  it  was  part  of 
his  art  to  conceal  all  pain.  The  least  expression  of  it 
would  have  awakened  sympathy;  and  sympathy,  fre- 
q[ae]itly  awakened,  would  soon  have  put  an  end  to  these 
cold  refvolting  spectacles.  But  to  awaken  the  sensation, 
whioih  was  there  forbidden,  is  the  sole  aim  of,  the  tragic 
stage.  Its  heroes  must  exhibit  feeling,  must  express  their 
pain,  and  let  simple  nature  work  within  them.  If  they 
betray  training  and  constraint,  they  leave  our  hearts  cold, 
and  prize  fighters  in  the  cothurnus  at  the  most  do  but 
excite  our  wonder.  Yet  this  epithet  is  merited  by  all  the 
characters  in  the  so-called  tragedies  of  Seneca ;  and  I  am 
firmly  convinced  that  the  gladiatorial  shows  were  the 
principal  cause  why  the  Eomans  always  remained  so  far 
belofw  mediocrity  in  the  tragic  art.  The  spectators  learnt 
to  misapprehend  all  nature  at  the  bloody  spectacles  of  the 
amphitheatre,  where  perhaps  a  Ktesias  might  have  studied 
his  art,  but  a  Sophokles  never  could.  The  most  truly 
tragic  genius  accustomed  to  these  artificial  scenes  of  death 
comd  not  have  failed  to  degenerate  into  bombast  and 
rhodomontade :  but  such  rhodomontade  is  as  little  capable 
of  inspiring  true  heroism  as  Fhiloktetes'  complaints  of 
producing  effeminacy.  The  complaints  are  those  of  a  man, 
the  actions  those  of  a  hero.  The  two  combined  constitute 
the  human  hero,  who  is  neither  effeminate  nor  hard,  but 
now  the  one,  now  the  other,  as  now  nature,  now  principle 
and  duty,  require.  He  is  the  noblest  production  of  wisdom, 
the  highest  object  for  the  imitation  of  art. 

4.  Sophokles  was  not  contented  with  having  secured  his 
sensitive  Philoktetes  from  all  contempt,  but  has  wisely 
forestalled  every  objection  which  Adam  Smith's  remarks 
would  warrant  being  raised  against  him.  For  although 
we  do  not  always  despise  a  man  for  crying  out  at  bodily 
pain,  it  is  indisputable  that  we  do  not  feel  so  much  sym- 
pathy for  him  as  his  cry  appears  to  demand.  How  then 
ought  the  actors  who  are  on  the  stage  with  the  shrieking 
Philoktetes  to  demean  themselves  ?  Should  they  appear 
deeply  moved,  it  would  be  contrary  to  nature ;  should  they 
sliow  themselves  as  cold  and  embarrassed  as  we  are  actually 
wout  to  be  in  such  cases,  an  effect  in  the  highest  degree 
Inharmonious  would  be  produced  upon  the  spectators. 
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But,  as  it  has  boon  said,  Sophokles  has  provided  agaiiifl.<| 
this  also  ;  he  has  imparted  to  the  bystanders  an  interest  of  i 
their  own ;  the  impression  which  Philoktetes'  cry  makei  '. 
upon  them  is  not  the  only  thing  which  occupies  them: 
the  attention  of  the  spectators,  therefore,  is  not  so  mndi 
arrested  by  the  disproportion  of  their  sympathy  with  this 
cry  as  by  the  change  which,  through  this  sympathy,  be 
it  weak  or  strong,  takes  place,  or  ought  to  take  plaoey  in 
the  sentiments  and  designs  of  these  bystanders.  Neoptole- 
mus  and  the  chorus  have  deceived  the  unfortunate  Phildk- 
tetes.  They  see  into  what  despair  their  deceit  may  plunge 
him ;  then  his  terrible  malady  assails  him  before  their  very 
eyes.  Though  this  seizure  may  not  be  capable  of  ezoitiiig 
any  remarkable  degree  of  sympathy  in  them,  it  may 
induce  them  to  look  into  their  own  conduct,  to  pay  some 
regard  to  so  much  misery,  and  to  feel  reluctance  to 
heighten  it  by  their  treachery.  This  the  spectator  ex- 
pects, and  his  expectations  are  not  deceived  by  the  noble- 
spirited  Neoptolemus.  Philoktetes,  if  he  had  been  master 
of  his  pain,  would  have  confirmed  Neoptolemus  in  his  dis- 
simulation :  Philoktetes,  rendered  by  pain  incapable  of  all 
dissimulation,  however  necessary  it  may  seem,  to  prevent 
his  fellow-travellers  from  too  soon  repenting  of  their  pro- 
mise to  take  him  home  with  them,  by  his  naturalness 
brings  back  Neoptolemus  to  his  nature.  This  conversion 
is  excellent,  and  the  more  moving  because  it  is  brought 
about  by  mere  humanity.  In  the  Frenchman's  drama, 
the  beautiful  eyes  again  play  their  part  init.^  But  I  will 
think  no  more  of  this  parody.  In  the  Trachinise,  Sopho- 
klcs  has  resorted  to  the  same  artifice  of  uniting  some  other 
emotion  in  the  bystanders  with  the  sympathy  which 
should  be  called  out  by  hearing  a  cry  of  pain.  The  pain 
of  Hercules  is  not  merely  a  wearing  one.  It  drives  him 
to  madness  in  which  he  pants  after  nothing  but  revenge. 
Already  he  has  in  this  fury  seized  Lichas,  and  dashed  him 
to  pieces  against  the  rocks.  The  chorus  is  composed  of 
women,  and  for  that  reason  is  naturally  filled  with  fear 
and  horror.  These,  and  the  suspense  arising  from  the 
doubt  whether  a  god  will  yet  hasten  to  the  aid  of  Hercules, 
or  whether  he  will  be  left  to  sink  under  his  misfortunes, 

*  Act  if.  80.  8 :  "  De  mes  deguiscments,  que  penserait  Sophie  T*  myt 
the  son  of  Aohilles. 
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here  create  that  proper  universal  interest  to  whicli  sym- 
pathy imparts  but  a  light  shading.  As  soon  as  the  event 
IB  decided  by  the  assistance  of  the  oracle,  Hercules  becomes 
quiet,  and  admiration  at  the  resolution  he  has  finally  dis- 
played occupies  the  place  of  all  other  emotions.  But,  in 
ike  general  comparison  of  the  suffering  Hercules  with  the 
suffering  Fhiloktetes,  we  must  not  forget  that  the  one  is  a 
demi-god,  the  other  only  a  man.  The  man  is  ashamed  of 
no  complaints,  while  the  demi-god  is  indignant  at  finding 
that  his  mortal  part  has  such  power  over  his  immortal, 
that  it  can  compel  him  to  weep  and  moan  like  a  girl.^ 
We  modems  do  not  believe  in  demi-gods,  and  yet  expect 
that  the  commonest  hero  should  act  and  feel  like  one. 

That  an  actor  can  carry  imitation  of  the  shrieks  and 
convulsions  of  pain  as  far  as  illusion  I  do  not  venture 
either  positively  to  deny  or  assert.  If  I  found  that  our 
actors  could  not,  I  should  first  inquire  whether  Garrick 
also  would  find  it  impossible ;  and  if  my  question  were 
answered  in  the  affirmative,  I  should  still  be  at  liberty  to 
suppose  that  the  acting  and  declamation  of  the  ancients 
attained  a  perfection  of  which  we  can  at  this  day  form 
no  conception. 


CHAPTER  V. 

There  are  critics  of  antiqidty  who,  on  the  ground  that 
Virgil's  description  must  have  served  as  a  model  for  the 
group  of  the  Laokoon,  maintain  that  the  latter  was  indeed 
the  work  of  Greek  sculptors,  who,  however,  flourished  in 
the  time  of  the  emperors.  Of  the  ancient  scholars  who 
supported  this  opinion,  I  will  now  mention  only  Bartho- 
lomaBUS    Marliani,^    and    of    the    modem,   Montfaucon.* 

•  Tracli.  V.  1071 :  BffTis  Sxrrc  irapdiyos 

$€$pvxa  K\al(cu, 
*  TopographisB  XJrbis  Romanae,  lib.  iv.  cap.  14 :  "  Et  qnanquam  hi 
(A^esander  et  Polydorus  et  Athenodorus  Bhodii)  exVirgilii  descriptione 
atat'iam  banc  fonnavisee  videntur,"  &c. 

^  Snppl.  aux  Ant.  Expliq.  vol.  i.  p.  242 :  "  II  semble  qu'Agesandre, 
Pol''  lore  et  Athenodore,  qui  en  furent  les  ouvriors,  ayant  travaill^ 
con •:  lie  It  Tenvie,  pour  laisser  un  monument,  qui  r^pondait  k  rin(K)m« 
parable  description  qu'a  fait  Virgile  de  Laocoon,"  &c. 

D 
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Tiey  fonnd,  without  doubt,  an  agreement  so  peculiar, 
between  the  work  of  art  and  the  description  of  tho  poet, 
that  they  believed  it  impossible  that  both  should  by ' 
chance  have  lighted  upon  the  same  circumstances ;  circum- 
stances, too,  of  such  a  nature  that  they  would  be  the  last 
to  force  themselves  upon  the  mind.  They  therefore 
assumed  that,  if  the  question  of  originality  and  priority 
of  invention  is  raised,  there  is  a  stronger  presumption  in 
favour  of  the  poet  than  of  the  artist. 

Only  they  appear  to  have  forgotten  that  a  third  alter- 
native is  left :  that  the  poet  may  have  copied  as  little  from 
the  artist  as  the  artist  from  the  poet,  and  both  have 
drawn  from  a  common  ancient  source,  which,  according 
to  Macrobius,  was  probably  Peisander.®  For  when  the 
works  of  this  Greek  poet  were  still  exant,  it  was  a  piece 
of  mere  schoolboy  knowledge  ("  pueris  decantatum  "),  that 
the  Eoman  poet  not  only  imitated,  but,  as  might  be  said 
with  more  truth  still,  faithfully  translated  from  him,  the 
entire  account  of  the  conquest  and  destruction  of  nium, 
which  constitutes  the  whole  of  the  second  book.  Thus,  if 
Virgil  had  followed  Peisander  in  the  story  of  Laokoon  also, 
the  Greek  artists  would  have  had  no  need  to  seek  the 
guidance  of  a  Latin  poet;  and  the  conjecture  as  to  the 
period  to  which  the  work  belongs  is  without  foundation. 

But  if  I  were  compelled  to  maintain  the  opinion  of  Mar- 
liani  and  Montfaucon,  I  should  like  to  lend  them  the  fol- 
lowing means  of  escaping  from  this  difficulty.  Peisander's 
poems  are  lost,  and  we  cannot  say  with  certainty  what 

'  Satnmal.  lib.  v.  cap.  2 :  '*  [Non  parva  sunt  alia,]  qua)  Yirgilins  tnizit 
a  Grsacis,  [et  carmini  suo  tanqnam  illio  nata  inseruit.]  Diotaramiie 
me  pntatls  quae  vulgo  nota  sunt  ?  quod  Theocritum  sibi  fecorit  pastor- 
alis  opens  autorem,  ruralis  Hesiodum?  et  quod  in  ipsis  Georgicis 
tempestatis  serenitatisque  signa  de  Arati  pnsenomenis-  traxerit?  vel 
quod  everslonem  Troja),  cum  Sinone  suo,  et  equo  ligneo,  cteteriaqae 
omnibus  qusB  librum  secundum  faciunt,  a  Pisandro  psane  ad  verbom 
transcripserit  ?  qui  inter  Graccos  poetas  eminet  opere,  quod  a  nuptiis 
Jovis  et  Junonis  incipiens  universas  historias,  qua)  mediis  omnibus 
sseoulis,  usque  ad  tetatem  ipsius  Pisandri  conti«:erunt,  in  unam  seriem 
coaotas  redegerit,  et  unum  ex  diversis  hiatibus  temporum  corpus 
cffecerit?  In  quo  opere  inter  historias  cseteras  interitua  quoque 
Trojffi  in  hunc  modum  relatus  est.  Quee  fidelitcr  Maro  interpretando, 
fabricatus  est  sibi  Iliaca  urbis  ruinain.  Sed  et  hoec  et  talia  ut  puerif 
deoantata  pr»tereo." 
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was  his  version  of  the  story  of  Laokoon ;  but  it  is  probable 
that  it  was  the  same  as  that  of  which  we  still  find  traces 
in  the  Greek  authors.  This,  however,  has  as  little  as 
possible  in  common  with  the  narrative  of  Virgil,  who 
must,  therefore,  have  entirely  recast  the  Greek  tradition 
I  aoooiding  to  his  own  ideas.  On  this  supposition  his 
account  of  the  misfortune  of  Laokoon  is  his  own  invention ; 
and  consequently,  if  the  artists  in  their  representation  are 
in  harmony  with  him,  it  is  natural  to  suppose  that  they 
lived  after  his  time,  and  executed  their  group  after  his 
model. 

QnintuB  Calaber,  it  is  true,  agrees  with  Virgil  in  making 
Laokoon  exhibit  a  suspicion  of  the  wooden  horse ;  but  the 
anger  of  Minerva,  drawn  upon  the  priest  for  so  doing,  is 
wreaked  upon  him  in  a  completely  different  manner.. 
The  ground  trembles  beneath  the  feet  of  the  warning 
Trojan;  terror  and  anguish  take  possession  of  him;  a 
bnming  pain  rages  in  his  eyes ;  his  brain  suffers ;  he  goes 
mad ;  he  is  struck  with  blindness.  Then  when,  in  spite 
of  his  blindness,  he  ceases  not  to  counsel  the  burning  of 
the  wooden  horse,  Minerva  at  length  sends  two  terrible 
serpents,  which,  however,  seize  upon  his  children  only. 
Li  vain  they  stretch  out  their  hands  towards  their 
&ther.  The  poor  blind  man  can  afford  them  no  aid ;  they 
are  torn  in  pieces,  and  the  serpents  disappear  under  the 
earth.  Laokoon  himself,  however,  suffers  no  injury  from 
them,  and  that  this  version  is  not  peculiar  to  Quintus,* 
but,  on  the  contrary,  was  commonly  received,  is  proved  by 
a  passage  from  Lykophron,  in  which  he  bestows  on  the 
serpents^  the  epithet  of  "  child-eaters." 

But  if  this  had  been  the  version  commonly  adopted  by 
the  Greeks,  Greek  artists  would  hardly  have  ventured  to 
deviate  from  it;  or,  if  ihey  had,  could  scarcely  have 
chanced  to  do  so  in  exactly  the  same  manner  as  a  Boman 
poet,  unless  they  had  been  previously  acquainted  with 
him,  or  perhaps  had  received  an  express  commission  to 
take  his  description  as  their  model.  On  this  point,  I 
think,  a  defender  of  Montfaucon   and  Marliani   cannot 

♦  Paralip.  xii.  383. 

*  Or  rather  on  the  serpent,  for  Lykophron  mentions  one  only  :— 
Ka\  TTCuSofipwTos  iropK^us  viiffovs  tvnXas, 

D  2 
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insist  too  strongly.  Virgil  is  the  first  and  only  c 
who  makes  the  serpents  kill  the  father  as  w( 
children.®       The    sculptors    do    this    likewise;    '^ 

®  I  do  not  forget  that  the  picture,  on  which  Eumolpus  ezpati 
Petronins,  might  be  cited  on  the  opposite  side  of  the  questi 
represented  the  destruction  of  Troy,  and  particularly  the  s 
Laokoon,  under  precisely  the  same  circumstances  which  Yirj 
recounted  :  and  since  it  stood  in  the  same  gallery  at  Naples,  in 
were  some  other  aucient  pictures  by  2ieuxis,  Protogenes,  and  I 
it  also  might  reasonably  be  supposed  to  have  been  an  old  Greel 
ing.  Only  I  must  be  permitted  to  suggest  that  a  novel  write] 
historian.  This  gallery,  this  picture,  this  Eumolpus,  seem  m 
have  existed  anywhere,  save  in  the  imagination  of  Petronius.  ]^ 
oetrays  the  entire  fiction  more  plainly  than  the  manifest  trace 
almost  schoolboy  imitation  of  Virgil's  description.  It  is  worti 
instituting  the  comparison.  The  following  passage  is  from 
(-fflneid,  ii.  199)  :— 

**  Hie  aUud  majus  miseris  multoque  tremendum 
Objicitur  magis,  atque  improvida  pectora  turbat. 
Laiocoon,  ductus  Neptuno  sorte  saoerdos, 
Sollemnis  tanrum  ingentem  mactabat  ad  aras. 
Ecce  autem  gemini  a  Tenedo  tranquilla  per  alta— 
Horresco  referens^— immonsis  orbibus  angues 
Incumbunt  pelago,  pariterque  ad  litora  tendunt ; 
Pectora  quorum  inter  fluctus  arrecta  jubsBque 
SanguinesB  superant  undas,  pars  cetera  pontum 
Pone  legit,  sinuatque  immensa  volumine  terga. 
Fit  sonitus,  spumante  sale.    Jamque  arva  tenebant, 
Ardentesque  oculos  suffecti  sanguine  et  igni 
Sibila  lambebant  Unguis  vibrantibus  ora. 
Diffugimus  visu  ezsangues :  illi  agmine  certo 
Laocoonta  petunt.    Et  primum  parva  duorum 
Corpora  natorum  serpens  amplexus  uterque 
Implioat,  et  miseros  morsu  depascitur  artus ; 
Post  ipsum,  auxilio  subeuntem  et  tela  ferentem 
Corripiunt,  spirisque  ligant  ingentibus ;  et  jam 
Bis  medium  amplexi,^bis  coUo  squamea  circum 
Terga  dali,  superant  capite  et  cervicibus  altis. 
lUe  simul  manibus  tendit  divellere  nodes, 
Perfusus  sanie  vittas  atroque  veneno, 
Glamores  simul  horrendos  ad  sidera  toUit ; 
Quales  mugitus,  fugit  cum  saucius  aram 
Taurus,  et  inoeitam  excussit  cervice  securim.** 

So  also  Eumolpus ;  for  we  may  say  of  him,  as  of  all  other  imp 
tori,  that  they  are  at  least  as  much  indebted  to  their  memory  fo 
verses  as  to  their  imagination : — 

"  Eooe  alia  monstra.    Gelsa  qua  Tenedos  maro 
Dorso  repellit,  tumida  consurgunt  freta, 
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leeing  that  they  were  Qreeks,  it  would  have  been  nu- 
natural  to  expect  they  should;  Virgil's  description,  there- 
fore, probably  suggested  it. 


TJndaque  resoltat  scissa  tranqnillo  minor. 
I  Qualis  sUenti  noote  remorum  sonus 

Longe  refertur,  cum  premunt  classes  mare, 

Polramque  manner  aoiete  imposita  gemit. 

Bespicimus,  angues  orbibus  geminis  ferunt 

Ad  saxa  fluctus :  tumida  quorum  pectora 

Bates  ut  altse,  lateribus  spumas  agunt : 

Dat  Cauda  sonitum ;  libersB  ponto  jub® 

Goruscant  luminibus,  fulmineum  jubar 
I  Inoeudit  sequor,  sibilisque  undsB  tremunt, 

Stupuere  mentes.    Infulis  stabant  saeri 

Phrygioque  cultu  gemina  nati  pignora 

Laocoonte,  quos  repente  tergoribus  ligaut 

Angues  oomsci :  parvulas  illi  manus 

Ad  ora  referunt :  neuter  auxilio  sibi, 

XJterque  fratri  transtulit  pias  vices, 

Morsque  ipsa  miseros  mutuo  perdit  meta, 

Aocumulat  ecce  libemm  funus  parens, 

Infirmus  auxiliator :  invadunt  Tirum 

Jam  morte  pasti,  membraque  ad  terram  trahunt 

Jacet  sacordos  inter  aras  viotima." 

The  principal  features  in  both  passages  are  the  same,  and  diffeieat 
ideas  are  expressed  in  similar  words.  But  these  are  trifles  which  strike 
the  eye  at  once ;  there  are  other  signs  of  imitation  which,  though  less 
})alpable,  are  no  less  certain.  If  tiic  imitator  is  a  man  who  has  any 
confidence  in  himself,  he  rarely  imitates  without  attempting  to  beautify; 
ftud  if  this  endeavour  is,  in  his  opinion,  successful,  he  is  fox  enough  to 
sweep  out  with  his  tail  the  footsteps  which  might  betray  the  path 
by  which  he  had  come.  But  even  this  vain  desire  to  beautify, 
and  this  caution  taken  to  appear  original,  betray  him;  for  the 
beautifying  process  results  in  exaggeration  and  unnatural  refinement : 
Virgil  says  **  sanguinesB  jubse  " ;  Petronius,  "  libera)  jubae  luminibus 
coruscant.*'  Vir^  has  **ardentes  oculos  suffecti  sanguine  et  igni*'; 
Petronius,  **  fulmineum  jubar  incendit  aequor " ;  Virgil,  "  fit  sonitus 
spumante  salo/*;, Petronius,  "  sibilis  undsQ  tremunt."  Thus  the  plagiarist 
always  passes'  from  the  great  to  the  monstrous,  and  &om  the  marvellous 
to  the  impossible.  The  description  of  the  boys  being  encircled  by  the 
serpent-folds  is  in  Virgil  &parergon,  drawn  by  a  few  expressive  strokes, 
which  tell  only  of  their  helplessness  and  distress.  Petronius  turns  this 
•ketch  into  a  finished  picture,  and  makes  the  two  boys  a  pair  of  heroic 

bouIb: — 

**  Neuter  auxilio  sibi 
Uterque  fratri  transtulit  pias  vices 
Mursque  ipsa  miseros  mutuo  perdit  metu." 
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I  am  folly  conscious  how  far  this  probability  falls 
short  of  historical  certainty.  But,  though  I  intend  to 
draw  no  further  historical  conclusion  from  it,  I  think  it 
is,  at  the  least,  admissible  as  an  hypothesis,  on  which  a 
critic  may  be  allowed  to  base  his  oteervations.  Whether 
then  it  is  proved,  or  not,  that  the  sculptors  took  Yirgil's 
description  for  their  model,  I  shall  merely  assume  it  for 
the  sake  of  inquiring  how  they  would  in  that  case  have 
executed  their  task.  I  have  already  clearly  expressed  my 
opinions  upon  the  subject  of  the  shriek;  and  perhaps 
s,  further  comparison  may  lead  to  no  less  instruotiYe 
observations. 

The  idea  of  connecting  the  father  and  his  two  sons  in 
one  knot,  by  means  of  the  murderous  serpents,  is  undeni- 
ably a  happy  one,  and  evinces  an  artistic  imagination  of 
no  ordinary  power.  To  whom  is  the  credit  of  it  due  ?  To 
the  poet,  or  the  artists  ?    Montfaucon  affirms  that  he  can- 


:Such  self-denial  is  not  expected  ftom  either  children  or  men.  How 
much  better  the  Greek  underBtood  nature  (Quintus  Oalaber,  xii.  459) 
when  he  makes  eyen  the  mothers  forget  their  children  at  the  appear- 
ance of  the  horrible  serpents ;  so  completely  were  the  efforts  m  all 
turned  towards  their  own  preservation— 

OifAwCoVf  Koi  'Ko{t  Tis  k&v  liTcX^craro  r4KV9ov^ 
AJMi  itX€vofi4yri  aruytphv  fiSpov. 

Another  deyice  for  hidinj^  their  imitation,  yery  common  amomg 
plagiarists,  is  that  of  changing  the  shadows  in  the  original  into  lights 
m  the  copy,  and  on  the  other  hand  throwing  the  lights  into  the  back- 
ground. Virgil  takes  some  pains  to  render  the  size  of  the  serpents 
palpable,  because  it  is  on  this  immense  size  that  the  probability  of  the 
following  scene  depends :  the  noise  they  cause  is  but  a  subordinate 
idea,  intended  to  beget  a  more  yivid  conception  of  it.  Petronius,  on 
the  contrary,  converts  this  subordinate  idea  into  a  prominent  feature^ 
describes  the  noise  with  great  prolixity,  and  forge&  the  size  so  com- 
pletely that  we  are  almost  left  to  infer  it  from  the  sound.  It  is  difSonlt 
to  believe  that  he  could  have  fallen  into  this  impropriety,  if  he  had 
drawn  his  description  from  imagination  solely,  and  had  had  no  pattern 
before  him,  from  which  he  borrowed  his  design,  though  anxious  at  the 
same  time  to  conceal  his  plagiarism.  Indeed  we  may  hold  it  to  be  a 
rule  that  every  poetical  picture  which  is  overladen  in  its  less  important 
features^  while  deficient  in  its  weightier,  is  an  unsuccessful  imitation; 
nor  can  the  conclusion  be  affected  by  its  possessing^  many  lighter  beau* 
ties,  or  our  being  able  or  unable  to  indicate  the  originaL 
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lot  £nd  it  in  the  poet's  work  ;^  but  I  think  he  has  not 
ead  him  with  sufficient  attention. 

'^  mi  agmine  certo 
Laocoonta  petunt,  et  primum  parva  duorum 
Corpora  natomm  serpens  amplexus  uterque 
Lnplicat,  et  miseros  morsu  depasoitnr  artus. 
Post  ipsnm,  anxilip  subenntem  et  tela  ferentem 
Corripinnt,  spirisque  ligant  ingentibus." 

lie  poet  has  described  the  serpents  as  of  wonderful 
)ngih.  They  have  wound  their  folds  round  the  boys, 
Q^  when  the  father  comes  to  the  aid  of  his  sons,  they 
size  upon  him  also  ("  corripiunt ").  Owing  to  the  size  they 
re  represented  as  being,  they  could  not  at  once  have  un- 
round  themselves  from  the  sons.  There  must,  therefore, 
ave  been  a  moment  when  they  had  already  attacked  the 
ither  with  their  heads  and  fore  parts,  while  the  folds  of 
keir  tails  still  encircled  his  children.  This  moment  is 
ecessary  in  the  progress  of  the  poetical  picture ;  the  poet 
Hows  us  to  become  completely  conscious  of  it,  but  this 
'as  not  precisely  the  time  for  depicting  it  in  detail.  That 
le  old  commentators  actually  detected  it  seems  to  be  shown 
Y  a  passage  in  Donatus.^  How  much  less  likely,  then, 
ould  it  be  to  escape  the  notice  of  artists,  upon  whose 
enetrating  sight  everything  that  can  be  of  advantage  to 
liem  bursts  with  such  speed  and  significance. 
Though  the  poet  describes  Laokoon  as  fettered  by  so 

'  Suppl.  aux  Antiq.  Expl.  t.  i.  p.  243  :  ^*  H  y  a  quelque  petite  diff€< 
nee  entre  ce  que  dit  Virgile,  et  ce  que  le  marbre  repr^sente.  H  semble. 
Ion  ce  que  dit  le  poSte,  que  les  serpents  quitt^rent  les  deux  enfants 
nir  yenir  entortiller  le  p^re,  au  lieu  que,  dans  ce  meirbre,  ils  lient  en 
dme  temps  les  enfants  et  leur  pere.'* 

•  Donatus  ad  v.  227,  lib.  ii.  Aneid  :  "  Mirandum  non  est,  clypeo  et 
mulacri  vestigiis  tegi  potuisse,  quos  supra  et  longos  et  validos  dixit, 

multiplici  ambitu  circumdedisse  Laoooontis  corpus  ac  liberorum,  et 
isse  superfluam  partem.'*  It  appears  to  me,  in  regard  to  this  passage, 
lat  either  the  non  at  the  beginning  of  the  sentence  must  be  omitted, 

•  else  that  an  entire  dependent  clause  is  wanting  at  the  end.  For 
nee  the  serpents  were  of  such  an  extraordinary  size,  it  is  certainly  to 
3  wondered  at  that  they  could  hide  themselves  under  the  shield  of  the 
)ddess  ;  unless  the  shield  were  itself  very  large,  and  belonged  to  a 
)los8aI  statue.  The  confirmation  of  this  supposition  was  doubtlessly 
>nt£uned  in  the  missing  consequent  clause,  or  the  non  has  no  meaning. 
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many  serpent  coils,  he  carefully  ayoids  mentioning  the 
arms,  and  thus  leaves  his  hands  in  perfect  freedom. 

"  Hie  simul  manibus  tendit  divellere  nodes." 

In  this  the  artists  necessarily  had  to  follow  his  example. 
Nothing  adds  so  much  expression  and  life  to  a  figure  as 
the  movement  of  the  hands ;  in  the  case  of  the  passions 
especially,  the  most  speaking  face  is  meaningless  without 
it.  Had  the  arms  been  fast  locked  to  the  bodies  by  the 
folds  of  the  serpents,  they  would  have  spread  torpor  and 
death  over  the  whole  group.  They  are  therefore  seen  in 
full  play,  both  in  the  principal  figure  and  in  those  with 
it ;  and  their  activity  is  greatest  where  the  pain  is  most 
violent. 

But  this  freedom  of  the  hands  was  the  only  point  in  the 
coiling  of  the  serpents  that  the  artist  could  have  borrowed 
with  advantage  from  the  poet.  Virgil  tells  us  that  the  mon- 
sters wound  themselves  twice  round  both  the  body  and  neck 
of  their  victim,  while  their  heads  towered  high  above  him. 

"  Bis  medium  amplexi,  bis  collo  squamea  circum 
Terga  dati,  superant  capite  et  cervicibus  altis.** 

Now  this  picture  satisfies  the  imagination  excellently; 
the  noblest  parts  of  the  body  are  compressed  to  suffocation, 
and  the  poison  flows  directly  up  to  the  face ;  yet,  in  spite 
of  this,  it  was  no  picture  for  the  artist,  whose  object  was 
to  exhibit  in  the  body  the  pain  and  workings  of  the 
poison.  Now,  to  enable  us  to  perceive  these,  tiie  upper 
parts  of  the  frame  had  to  be  left  as  free  as  possible,  and 
all  external  pressure  avoided,  by  which  the  play  of  the 
suffering  nerves  and  working  muscles  might  be  weakened 
and  diverted.  The  twofold  coils  of  the  serpents  would 
have  concealed  the  whole  body,  and  left  that  painful  con- 
traction of  the  stomach,  which  is  so  expressive,  altogether 
invisible.  Those  parts  of  the  body  which  would  have 
been  still  exposed  above,  below,  or  between  the  folds, 
would  have  been  seen  amidst  compressions  and  disten- 
sions, the  effect  not  of  inward  pain  but  of  external  pres- 
sure. Again,  by  the  neck  being  twice  encircled,  that 
pyramidal  culmination  of  the  group,  which  is  so  pleasing 
to  the  eye,  would  have  been  entirely  destroyed ;  and  th« 
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poiiited  beads  of  the  serpents,  projecting  from  the  mass 
and  shooting  into  the  air,  would  have  produced  such  a 
sudden  falling  off  in  proportion  that  the  form  of  the 
whole  would  have  become  offensive  in  the  extreme.  There 
are  designers  who  have  been  foolish  enough,  in  spite  of 
this,  to^adhere  closely  to  the  poet.  To  take  one  example 
among  several,  we  may  learn  with  repugnance  the  effect 
of  such  an  imitation  from  a  drawing  by  Frank  Cleyn.* 
The  ancient  sculptors  saw  at  a  glance  that  in  this  case 
their  art  required  an  absolute  difference  of  treatment ;  they 
removed  all  the  coils  from  the  body  and  neck  to  the 
tiiighs  and  feet.  Here  they  could  conceal  and  squeeze  as 
much  as  was  necessary,  without  causing  any  detriment  to 
the  expression.  Here,  moreover,  they  awakened  the  idea 
of  suddenly  checked  flight,  and  of  a  kind  of  immobility, 
which  is  of  the  greatest  advantage  to  the  artificial  pro- 
longation of  the  same  attitude. 

I  know  not  how  it  has  happened  that  this  obvious 
difference  in  the  coiling  of  the  serpents,  between  the  work 
of  art  and  the  description  of  the  poet,  has  been  passed  over 
in  complete  silence  by  the  critics.  It  exalts  the  wisdom 
of  the  artists  just  as  much  as  the  other  difference,  which 
they  have  all  remarked,  but  have  sought  to  justify  rather 
than  ventured  to  approve.  I  mean  the  difference  in 
respect  to  drapery.  The  Laokoon  of  Virgil  is  arrayed  in 
his  priestly  garments ;  while  in  the  group  both  he  and  his 
sons  appear  entirely  naked.  There  are  some  who  have 
detected  a  gross  absurdity  in  a  king's  son  and  a  priest  officia- 
ting at  a  sacrifice  being  thus  represented.  And  to  these 
objectors  the  critics  of  art  answer  in  all  seriousness  that  to 
be  sure  it  is  an  error  against  conventionality,  but  that  the 
artists  were  forced  into  it  because  they  could  not  attire 
their  figures  in  becoming  robes.  Sculpture,  say  they,  can- 
not imitate  any  stuffs ;  thick  folds  produce  a  bad  effect ; 
out  of  two  evils  therefore  we  must  choose  the  least,  and 

9  In  the  splendid  (large  folio)  edition  of  Dryden's  Virgil  (published 
in  London  1697).  And  even  in  this  picture  the  serpents  are  only  coiled 
once  round  the  body,  and  scarcely  at  all  round  the  neck.  If  so  mediocre 
an  artist  require  any  further  justification,  the  only  plea  that  can  bo 
urged  in  his  fuyour  is  that  prints  are  intended  to  serye  merely  as 
Illustrations  of  the  text,  and  are  not  to  be  looked  on  as  independent 
works  of  art. 
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rather  run  oounter  to  truth  itself  than  offend  in  respect  t 
the  drapery.^®  If  the  ancient  artists  would  have  smile 
at  the  objection,  I  know  not  what  they  would  have  sai* 
to  the  reply.  Art  could  not  be  reduced  to  a  lower  levc 
than  it  is  by  this  defence.  For  supposing  that  sculptux 
could  have  imitated  the  difference  of  texture  as  well  a 
painting,  would  it  have  been  necessary  for  the  Laokoa 
to  have  been  draped?  Should  we  have  lost  nothing 
beneath  this  drapery?  Has  a  garment,  the  work  of 
slavish  hand,  as  much  beauty  as  an  organic  body,  th 
work  of  everlasting  Wisdom  ?  Does  it  demand  the  sam 
powers?  Is  it  of  the  same  merit?  Is  it  equally  honoui 
able  to  imitate  the  one  as  the  other?  Is  deception  al 
that  our  eyes  require  ?  Is  it  of  no  importance  to  them  b; 
what  they  are  deceived  ? 

In  poetry  a  garment  is  no  garment ;  it  conceals  nothing 
Our  imagination  sees  everything  beneath  it.  Laokoo: 
may  have  robes  in  Virgil  or  not,  his  sufferings  are  visibl 
to  the  imagination  in  every  part  of  the  body,  as  much  i 
one  case  as  in  the  other.  It  sees  indeed  the  priestly  fille 
encircle  his  brow,  but  the  brow  is  not  hidden.  Nay,  thi 
fillet  is  not  only  no  hindrance,  it  even  strengthens  th 
idea  which  we  form  of  the  calamity  of  the  sufferer  : — 

"  Perfusus  sanie  vittas  atroque  veneno." 

*^  This  is  the  judgment  of  De  Piles  himself  in  his  notes  to  D 
Fresnoy,  v.  210  :  *^  Bemarquoz  s'il  vous  plait,  que  les  draperies  tendn 
et  l^g^es,  n'^tant  donn^es  qu'au  sexe  feminin,  les  anciens  sonlpteu] 
ont  eVit^,  autant  qu'ils  ont  pu,  d'habiller  les  figures  d'hommes ;  pan 
quMls  ont  pens€,  comme  nous  avons  d^jlt  dit,  qu*en  sculpture  on  no  poi 
vait  imiter  les  €toffes  et  que  les  gros  plis  faisaient  un  mauvais  effet.  ] 
y  a  presque  autant  d'exemples  de  cette  yerit^,  qu'il  y  a  peurmi  les  antiqw 
de  figures  d'hommes  nuds.  Je  rapporterai  seulement  celui  du  Laocooi 
lequel  selon  layraisemblance  devrait  §tre  vetu.  En  effet,  quelle  app( 
rence  y  a-t-il  qu'un  fils  de  Eoi,  qu*un  prctre  d'Apollon  se  trouv&t  toi 
iiud  dans  la  c^remonie  actuelle  d'un  sacrifice ;  car  les  serpents  pass^i 
de  Tile  de  Ten^dos  au  riyage  de  Troye,  et  surprirent  Laoooon  et  8< 
fils  dans  le  temps  mdme  qu*il  sacrifiait  k  Meptune  sur  le  bord  de  la  me 
comme  le  marque  Virgile  dans  le  second  liyre  de  son  £n^ide.  Cependai 
les  Artistes  qui  sont  les  auteurs  de  ce  bel  ouyrage  ont  bien  yu,  qu'ii 
ne  pouyaient  pas  leur  donner  de  y^tements  oonyenables  ^  leur  qoalit 
sans  faire  comme  un  amas  de  pierres,  dont  le  masse  ressemblerait  k  u 
rocher,  au  lieu  des  trois  admirables  figures,  qui  ont  4t4  et  qui  soi 
toujours  Tadmiration  des  slides.  G'est  pour  oela  que,  de  deux  incoi 
y^nients,  ils  ont  jug^  celui  des  draperies  beaaconp  plus  fiUsheuz  qa 
•elui  d'aller  oontre  la  y^rit^  mSme." 
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[is  priestly  dignity  avails  him  not,  even  its  emlileni,  that 
whieii  above  everything  wins  him  respect  and  honour,  is 
drenGhed  and  poUnted  by  the  poisoned  foam.    But  the 
irtiBt  must  resign  these  subordinate  ideas  if  the  main 
labject  is  not  to  su£fer.    Had  he  left  Laokoon  only  this 
fillet,  be  would  in  a  great  degree  have  weakened  the 
erpresmon ;  for  the  brow,  which  is  the  seat  of  it,  would 
kavB  been  in  part  concealed.    Thus,  as  formerly  in  the 
case  of  the  shriek,  he  sacrificed  expression  to  beauty,  he 
here  offers  up  conventionality  to  expression.    Convention- 
ality was  especially  but  lightly  esteemed  by  the  ancients. 
They  felt  that  the  highest  aim  of  their  art  led  to  its  com- 
plete rejection.    Beauty  is  that  highest  aim:  necessity 
invented  garments;  and  what  has  art  in  common  with 
necessity?   I  grant  that  there  is  also  a  beauty  in  drapery, 
bat  can  it  be  compared  with  that  of  the  human  form  ? 
And  shall  he  who  can  attain  to  the  greater  rest  content 
with  the  less?    I  much  fear  that  the  most  perfect  master 
in  drapery  shows  by  that  very  talent  wherein  his  weak- 
ness lies. 


CHAPTER  VI. 

My  hypothesis,  that  the  artists  have  imitated  the  poet,  docs 
not  amount  to  a  disparagement  of  them.  Nay,  through 
this  imitation,  their  wisdom  is  shown  in  the  most  favour- 
able light.  They  followed  the  poet,  without  suflfering 
themselves  to  be  misled  by  him  even  in  the  merest  trifles. 
They  were  indeed  furnished  with  their  design,  but,  since 
this  design  had  to  be  transferred  from  one  art  to  another, 
they  found  ample  opportunity  for  the  exercise  of  original 
thought.  And  the  original  ideas,  displayed  in  their  devia- 
tions from  their  model,  are  a  proof  that  they  excelled  in 
their  own  art  as  much  as  the  poet  in  his. 

I  will  now  invert  my  hypothesis,  and  assume  that  the 
poet  has  copied  the  artists.  There  are  scholars  who  main- 
tain that  this  is  the  truth,^  but  I  cannot  discover  that  they 

*  Maffei,  Richardson,  and  more  lately  still  Herr  von  Hagedom 
(Betrachtiingen  iiber  die  Malerei,  p.  37.  Richardson,  Traite  de  la 
Peintore,  tome  ilL  p.  513).    De  Fontaines  scarcely  deserves  to  be  added 
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have  any  historical  grounds  for  such  a  belief.  They  piw- 
bably  looked  upon  the  group  as  so  supremely  beautififi'^ 
that  they  could  not  persuade  themselves  it  belonged  to  ih»h 
late  period  to  which  it  is  usually  ascribed ;  it  must,  they'll 
thought,  have  belonged  to  the  age  when  art  was  in  i^  f 
fullest  bloom,  since  that  alone  seemed  worthy  of  it.  ij 

It  has  been  shown  that,  excellent  as  Virgil's  description  < 
is,  there  are  several  features  in  it  of  which  the  artist  oonld  fi 
make  no  use.  This  conclusion  limits  the  general  principle, 
"  that  a  good  poetical  picture  will  necessarily  produce  an 
equally  good  material  painting ;  and  that  a  poet's  descrip- 
tion is  only  so  far  good  as  the  artist  can  follow  it  in  all  its 
details."  This  limitation  one  is  inclined  to  assume,  even  .. 
before  we  see  it  confirmed  by  examples,  if  we  simply  con-  ji 
sider  the  wide  sphere  of  poetry,  the  boundless  field  of  our  ji 
imagination,  and  the  spirituality  of  its  images;  a  great  \> 
and  various  throng  of  which  can  be  placed  in  the  closest  ■ 
juxtaposition,  without  concealing  or  disfiguring  each 
other,  which  perhaps  would  be  the  effect  that  the  objects 
themselves,  or  their  natural  symbols,  would  produce  in 
the  narrow  limits  of  space  and  time. 

But  if  the  less  cannot  contain  the  greater,  the  less  can 
be  comprised  in  the  greater.  I  mean,  although  each  trait 
of  which  the  descriptive  poet  avails  himself  need  not 
necessarily  have  as  good  effect  upon  the  other  surface,  or 
in  marble,  yet  could  not  every  detail  of  which  the  artist 
avails  himself  be  just  as  effective  in  the  work  of  the  poet? 
Indisputably!  for  that  which  is  beautiful  in  a  work  of 
art  is  beautiful  not  to  our  eyes  but  to  our  imagination, 
affected  by  their  means.  Thus,  as  the  same  image  may 
be  raised  afresh  in  our  imagination  by  means  either  of 
arbitrary  or  natural  symbols,  so  the  same  pleasure,  though 
not  the  same  degree  of  it,  must  on  each  occasion  be  again 
excited. 

But,  admitting  this,  I  must  acknowledge  that  to  me  the 
supposition  that  Virgil  imitated  the  artists  appears  far 
more  incomprehensible  than  its  converse.     If  the  artists 


to  this  list.  He  maintains  certainly  in  the  notes  to  his  translation  of 
Virgil  that  the  poet  had  the  group  in  his  mind ;  bnt  he  is  ignomiil 
enough  to  assert  that  It  is  the  work  of  Phcidias. 
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copied  the  poet,  I  can  account  and  answer  for  all 
deviations  from  him :  they  were  compelled  to  <J©viate, 
(le  very  details,  which  would  have  offended  against 
ony  in  them,  found  harmonious  expression  in  the 
.  But  there  is  no  cause  for  the  deviation  of  the 
If  in  each  and  every  point  he  had  faithfully 
ved  the  group,  would  he  not  still  have  transmitted  to 
uost  excellent  picture  ?  ^    I  well  understand  how  his 

^annot  refer  to  anything  more  decUive,  in  this  respect,  than  the 
3f  Sadoleto.  It  is  worthy  of  an  ancient  poet,  and,  since  it  may 
3rye  instead  of  an  engraving,  I  venture  upon  inserting  it  whole. 

LAOCOONTIS  STATUA  JACOBI   SADOLETI  CABMEN 

Ecce  alto  term  e  eumulo,  ingentisque  ruinie 
Yisceribus,  iterum  reducem  longinqua  reduxit 
Liaocoonta  dies.    Aulis  regalibus  olim 
Qui  stetit,  atque  tuos  omabat,  Tite,  penates. 
Divinie  simulacrum  artis,  nee  docta  vetustaa 
NobUius  spectabat  opus,  nunc  celsa  revisit 
Exemptnm  tenebris  redivivsB  moenia  Bom». 
Quid  piimum  summumve  loquar  ?  miserumne  parentem 
Et  prolem  geminam  ?  an  sinuatos  flexibus  angues 
Terribili  aspectu  ?  caudasque  irasque  draconum 
Yulneraque  et  veros,  saxo  moriente,  dolores? 
Horret  aa  hsdc  animus,  mutaque  ab  imagine  pulsat 
Pectora  non  parvo  pietas  oommizta  tremori. 
Prolixum  bini  spiris  glomerantur  in  orbem 
Ardentes  colubri,  et  sinuosis  orbibus  errant, 
Temaque  multiplici  constringuut  corpora  nexu. 
Yix  oculi  sufferre  valent,  crudele  tuendo 
Exitium,  casusque  feros  :  micat  alter,  et  ipsum 
Laocoonta  petit,  totumque  infraque  supraque 
Implicat  et  rabido  tandem  ferit  ilia  morsu. 
Connexum  refugit  corpus,  torquentia  sese 
Membra,  latusque  retro  sinuatum  a  vulnere  cernas. 
II I e  dolore  acri,  et  laniatu  impulsus  acerbo, 
Dat  genitum  ingentem,  crudosque  evellere  dentes 
Connixus,  Isevam  impatiens  ad  terga  Chelydri 
Objicit :  iutendunt  nervi,  coUectaque  ab  omni 
Corpora  vis  frustra  summis  conatibus  instat. 
Ferre  nequit  rabiem,  et  de  vulnere  murmur  anlielum  e«i. 
At  serpens  lapsu  erebro  redeunte  subintrat 
Lubricus,  intortoque  ligat  genua  infima  nodo. 
•    Ab^istu^t  sursB,  spirisque  prementibus  arctum 
Crus  tumet,  obsepto  turp:ent  vitalia  pulsu, 
Liventesque  atro  distendunt  sanguine  venas. 
Ne<*.  minus  in  nates  eadem  vis  effera  savit 
Implexuque  angit  rapido,  miserandaque  membra 
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imaginatioii,  working  of  its  own  accord,  conld  lead  him  t»; 
this  or  ;that  detail,  but  I  cannot  conceive  any  reason  whj  i 
his  judgment  should  feel  itself  compelled  to  change  iihe^. 
beautiful  details  which  were  already  before  his  ejeB.ixt^ 
others.  I  think,  too,  that  if  Virgil  had  had  the  group  ol  -^ 
Laokoon  for  a  model,  he  would  hardly  have  been  able  to  C^ 
put  such  restraint  upon  himself  as  to  have  left  as  it  wen  ^ 
to  mere  conjecture  the  entanglement  of  all  three  bodies  in 
a  single  knot.  It  would  have  struck  his  eyes  too  vividly; 
he  would  have  experienced  from  it  an  effect  too  exoelleni 
not  to  have  brought  it  more  prominently  forward  in  liil  ^.\ 
description.  I  have  said  that  this  was  not  precisely  {he  '^ 
time  for  depicting  this  entanglement  in  detail.^  No ;  but  ^ 
the  addition  of  a  single  word  might  easily,  we  may  ooa-  '' 
ceive,  have  distinctly  expressed  it  without  removing  it  \ 


I: 

■ 


I- 

I 


Dilacerat ;  jamque  alterius  depasta  crneDtnm  f 

Pectus,  Buprema  genitorem  voce  cientis,  fi 

Oircumjeotu  orblF,  validoque  yolumine  faldt. 

Alter  adhuo  nullo  Tiolatus  corpora  morsn, 

"Dum  parat  adducta  caudam  diyellere  planta, 

Horret  ad  aspectum  miseri  patris,  hteret  ia  illo, 

Et  jam  jam  ingentes  fletus,  lachrymasque  cadentes 

Anceps  ia  dubio  retlnet  timor.    Ergo  perenni 

Qui  tantum  statuistis  opus  jam  laude  nitentes. 

Artifices  magni  (quanquam  et  melioribus  nctls 

Quseritur  seternum  nomen,  multoque  licebat 

Clarlus  ingeniuro  yentursB  tradere  famse) 

Attamen  ad  laudem  qufficunquo  oblata  facultas 

Egregium  banc  rapere,  et  summa  ad  fastigia  nitt 

Yos  rig^dum  lapidem  yivis  animare  figuris 

Eximii,  et  vivos  spiranti  in  marmore  sensus 

Inscrere,  aspicimus  motumque  iramque  doloremqaoy 

Et  pene  audimus  gemitus  :  vos  extulit  olim 

Clara  Bhodos,  vestrss  jacnenmt  artis  honores 

Tempore  ab  immense,  qnos  rursum  in  luce  secunda 

Boma  videt,  oelebratque  frequens :  operisque  vetusti 

Gratia  parta  recens.    Quanto  prsBstantius  ergo  est 

Ingenio,  aut  quovis  extendere  fata  labore, 

Quam  fastns  et  opes  et  inanem  extendere  luxum." 

(y.  Leodegarii  a  Quercu  Farrago  Poematum,  T.  ii.  p.  63.)  Gruter  alio 
has  inserted  this  poem,  together  with  some  others  of  Sadoleto's,  in  his 
well-known  collection  (Delic.  Poet  Italorum.  Parte  alt  p.  582).  EQi 
version,  however,  is  very  inaccurate  ;  e.g,  for  bini,  v.  li,  he  readfl  vifi : 
for  errant,  v.  15,  oram,  &o. 

'  £See  p.  39,  above,'} 
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from  that  background  in  which  the  poet  was  obliged  to 
leaTB  it.  What  the  artist  could  express  without  this  word 
would  not  have  been  left  unexpressed  by  the  poet  had  he 
•Iready  seen  it  put  forward  by  the  artist. 

The  artist  had  the  most  urgent  reasons  for  not  allowing 
flie  sufifering  of  Laokoon  to  break  forth  into  a  cry,  but  if 
Ifae  poet  liad  had  before  him  in  the  work  of  art  so  moving 
a  union  of  pain  and  beauty,  was  there  anything  to  oblige 
him  to  pass  by  so  completely  the  manly  dignity  and  high- 
looled  patience  which  this  union  suggests,  and  to  shock 
HE  at  once  with  the  horrible  shriek  of  his  Laokoon? 
Bichardson  says, "  Virgil's  Laokoon  was  obliged  to  shriek, 
because  it  was  the  poet's  aim  not  so  much  to  excite  com- 
passion for  him  as  alarm  and  horror  among  the  Trojans." 
I  will  allow  it,  although  Bichardson  does  not  appear  to 
have  reflected  that  the  poet  does  not  give  this  narrative  in 
his  own  person,  but  represents  ^^neas  as  relating  it,  and 
relating  it  in  the  presence  of  Dido,  upon  whose  sympathy 
he  could  not  work  too  strongly.     However,  it  is  not  the 
shriek  which  surprises  me,  but  the  absence  of  all  that 
gradation  in  introducing  it  to  which  the  poet  must  have 
been  led  had  he,  as  we  are  assuming,  had  the  work  of  art 
for  his  model.     Eichardson  adds,*  "  The  story  of  Laokoon 
is  only  intended  as  a  prelude  to  the  pathethic  description 
of  the  final  destruction  of  the  city ;  the  poet,  therefore, 
abstained  from  making  it  more  interesting,  that  our  atten- 
tion, which  this  last  horrible  night  fully  demands,  might 
not  be  previously  engrossed  by  the  misfortune  of  a  single 
citizen."     But  that   is  attempting  to  look  at  the  whole 
scene  from  the  picturesque  point  of  view  from  which  it 
cannot  possibly  be  viewed.      The  misfortune  of  Laokoon 
and  the  destruction  of  the  city  are  not,  with  the  poet,  con- 
nected pictures.    The  two  form  no  whole  such  as  our  eyes 
either  could  or  ought  to  take  in  together  at  a  glance,  in 
which  case  only  would  there  be  a  fear  that  our  mind  should 
dwell  more  upon  Laokoon  than  upon  the  burning  to\\Ti. 

*  De  la  Peinture,  tome  iii.  p.  516 :  "  C'est  Thorreur  que  les  Troiena  ont 
oongne  contre  Laocoon,  qui  ^tait  necessaire  ^  Yirgile  pour  la  conduite  de 
sou  PoSme ;  et  cela  le  mine  h.  cette  description  pathetique  de  la  destruc- 
tion de  la  patrie  de  son  h^ros.  Aussi  Virgile  n'avait  garde  de  diviser 
I'attention  sur  la  demifere  nuit,  pour  une  grande  viUe  enti^re,  par  la 
peinture  d'un  petit  malheur  d'un  Particulier." 
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The  description  of  the  one  follows  upon  that  of  tlitf 3 
other,  and,  however  affecting  the  first  may  be,  I  do  not  i 
see  what  disparagement  it  can  bring  upon  its  suooessor,  h 
unless  it  be  that  in  itself  the  second  is  not  suffioiently  |? 
pathetic.  \i 

The  poet  would  have  had  less  reason  still  for  altering  i; 
the  coils  of  the  serpents.  In  the  work  of  art  they  ooonpy  p 
the  hands  and  confine  the  feet  of  their  victims.  Pleasing  !)9 
as  is  this  arrangement  to  the  eyes,  so  the  image  of  it  t 
which  is  left  upon  the  imagination  is  vivid.  Indeed  it  if  lii 
so  expressive  and  clear  that  the  representation  of  it  hj  'i 
words  is  but  little  weaker  than  its  material  reprefldBf  V 
tation. 

"  Micat  alter,  et  ipsum 
Laocoonta  petit,  totumque  infraque  supraque  • 

Implicat,  et  rabido  tandem  ferit  ilia  morsu.  j. 

T 


At  serpens  lapsu  crebro  redeunte  subintrat 
Lubricus,  intortoque  ligat  genua  infima  nodo.** 

These  are  lines  of  Sadoleto's,  which  without  doubt  would 
have  come  more  graphically  from  Virgil,  if  a  visiUa 
model  had  fired  his  imagination,  and  whic^  then  would 
certainly  have  been  better  than  those  he  has  now  left  ub 
in  their  place : — 

"  Bis  medium  amplexi,  bis  collo  squamea  circum 
Terga  dati,  superant  capite  et  cervicibus  altis.** 

These  traits  certainly  fill  our  imagination,  but  it  must  not 
be  allowed  to  dwell  upon  them ;  it  must  not  attempt  to 
realize  them ;  it  must  look  at  one  time  only  on  the  ser- 
pents, at  another  only  on  Laokoon ;  it  must  not  seek  to 
image  to  itself  the  group  which  the  two  produce  together ; 
as  soon  as  it  thinks  on  this  it  begins  to  be  offended  by 
Virgil's  picture,  and  finds  it  highly  inartistic. 

But  even  if  the  alterations  which  Virgil  had  made  in  a 
borrowed  model  were  not  unhappy,  still  they  would  have 
been  merely  arbitrary.  Imitation  is  an  effort  to  produoe 
a  resemblance,  but  can  a  person  be  said  to  aim  at  this 
whose  changes  overstep  the  line  of  necessity?  Further, 
when  a  man  thus  exceeds,  it  is  clear  that  it  is  not  hiB 
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[gn  to  pTodnoe  resemblance ;  that,  therefore,  he  has  not 
tated. 

Tot  the  whole,  it  might  be  answered,  but  perhaps  this 
liat  part.  Suppose  it  so ;  still,  which  are  these  single 
ts  in  "which  the  harmony  between  the  description  and 
-work,  of  art  is  so  close  that  the  poet  might  appear  to 
e  borrowed  them  from  it?  The  father,  the  children, 
serpents,  all  these  did  legend  transmit  to  the  poet  no 
i  than  to  the  artist.  Setting  aside  what  was  traditional, 
y  do  not  agree  in  anything  except  in  this,  that  both 
angle  father  and  children  in  a  single  serpent-knot. 
b  the  idea  of  this  arose  from  the  altered  circnmstanco 
the  father's  being  smitten  with  exactly  the  same 
imity  as  his  children.  This  alteration,  however,  as 
3  mentioned  above,  appears  to  have  been  made  by 
•gil,^  for  the  Greek  tradition  gives  an  entirely  different 
ount.  Consequently,  if  in  consideration  of  this  en- 
glement  being  common  to  both  we  must  assume  an 
itation  on  the  one  side  or  the  other,  it  is  more  natural 
io  so  on  the  side  of  the  artist  than  on  that  of  the  poet 
every  other  respect  the  one  differs  from  the  other,  only 
h  this  distinction,  that  if  it  is  the  artist  who  has  made 
!se  changes,  they  are  still  compatible  with  an  intention 
imitating  the  poet,  because  the  end  and  limits  of  his  art 
apelled  him  to  them;  if,  on  the  contrary,  the  poet 
►uld  be  thought  to  have  imitated  the  artist,  all  the 
)ve-mentioned  deviations  are  proofs  against  this  pre- 
ded  imitation ;  and  those  who,  in  spite  of  them,  con- 
ue  to  support  it,  can  only  mean  that  they  believe  the 
rk  of  art  must  be  of  greater  antiquity  than  the  descrip- 
a  of  the  poet. 


CHAPTEK   VII. 

lEN  it  is  said  that  the  artist  imitates  the  poet,  or  the  poet 
t  artist,  two  different  meanings  may  be  conveyed.  Either 
5  one  makes  the  work  of  the  other  the  actual  object  of  his 
itation,  or  the  two  have  the  same  object,  and  the  one 
TOWS  froia  the  other  the  way  and  manner  of  imitating  it 

*  [See  p.  36,  abate.'] 
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Wlien  Yirgil  describes  the  shield  of  ^neas,  he  imitates 
the  artist,  who  made  it,  according  to  the  first  significatioii 
of  the  term.  The  work  of  art,  not  what  is  represented 
upon  it,  is  the  object  of  his  imitation ;  and  even  though  he 
does  describe  at  tiie  same  time  what  is  seen  set  forth  upon 
it,  he  describes  it  as  a  part  of  the  shield,  and  not  as  the 
thing  itself.  If  Yirgil,  on  the  contrary,  had  imitated  the 
group  of  Laokoon,  this  would  have  been  an  imitation  of 
the  second  kind,  for  he  would  not  have  imitated  the  group 
itself,  but  what  that  group  represented ;  borrowing  from 
the  former  the  features  only  of  his  imitation. 

In  the  first  kind  of  imitation  the  poet  is  original,  in  the 
second  he  is  a  plagiarist.  The  first  is  a  part  of  that  uni- 
versal imitation,  of  which  the  essence  of  his  art  consiBts, 
and  he  works  as  a  genius ;  his  subject  may  be  the  work 
either  of  another  art,  or  of  Nature  herself.  The  second, 
on  the  contrary,  degrades  him  altogether  from  his  dig- 
nity ;  instead  of  the  thing  itself,  he  imitates  imitations  of 
it,  and  offers  us  cold  reminiscences  of  the  traits  of  another 
man's  genius,  for  original  features  of  his  own. 

If,  however,  the  poet  and  the  artist  cannot  help  fre- 
quently contemplating  those  objects,  which  are  common 
to  both,  from  the  same  point  of  view,  it  must  happen  that 
in  many  cases  their  imitations  harmonize,  without  the 
least  copying  or  rivalry  between  the  two  having  taken 
place.  These  coincidences  between  contemporaneous  ar- 
tists and  poets,  in  the  case  of  things  which  are  no  longer 
existent,  may  lead  to  mutual  illustration.  But  to  push 
this  kind  of  illustration  to  such  refinements  that  coinci- 
dence is  converted  into  design;  and  to  impute  to  the 
poet,  especially  in  every  trifle,  a  reference  to  this  statue 
or  that  painting,  is  to  render  him  a  very  doubtful  service ; 
and  not  him  alone,  but  the  reader  also,  to  whom  the  most 
beautiful  passages  are  by  these  means  rendered,  if  you 
will,  very  significant,  but  at  the  same  time  terribly  cold. 

This  is  at  once  the  aim  and  the  error  of  a  well-known 
English  writer.    Spence  wrote  his  'Polymetis'^  witii  a 

>  The  first  edition  is  of  1747,  the  second  of  1755,  and  bean  tiw 
title  *  Polymetis,  or  An  inquiry  concerning  the  agreement  between  the 
works  of  the  Roman  poets  and  the  remains  of  the  ancient  artists^ 
being  an  attempt  to  iUnstrate  them  mutually  from  one  another.    In 
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»t  deal  of  classical  learning,  and  an  intimate  acquaint^ 
Be  with  the  extant  works  of  ancient  art.  In  his  design 
illustrating  by  these  the  Eoman  poets,  and  of  extracting 
m  them,  in  return,  a  solution  of  hitherto  unexplained 
nent  works  of  art,  he  has  often  succeeded  happily, 
t,  in  spite  of  this,  1  maintain  that  his  book  must  be 
solntely  intolerable  to  every  reader  of  taste. 
[t  is  natural,  when  Valerius  Flaccus  describes  the  winged 
;htning  upon  the  Boman  shields — 

**  (Nee  primus  radios,  miles  Bomane,  oorusoi 
Fulminis  et  rutilas  scutis  diflfuderis  alas)," 

at  this  description  should  appear  far  more  full  of  mean- 
g  to  me  if  I  see  the  representation  of  such  a  shield  upon 
.  old  monument.^  It  is  quite  possible  that  the  ancient 
mourers  may,  on  their  helmets  and  shields,  have  repre- 
ated  Mars  in  that  hovering  posture  above  Bhea  in 
liich  Addison  believed  he  saw  him  on  a  coin ;  ^  and  that 


I  books,  bj  the  Bev.  Mr.  Spence,  London,  printed  for  Dodsley/  fol. 
I  abridgment  also  which  Mr.  Tindal  has  made  from  this  work  has 
eadj  been  printed  more  than  once. 
*  VaL  Flaccus,  lib.  VI.  55. — ^Polymetis,  Dial.  vi.  p.  50. 
'  I  flay  '*  may  have,"  but  the  chances  are  ten  to  one  that  it  is  not 
)  case.  Juvenal  is  speaking  of  the  early  times  of  the  republic,  when 
citizens  were  still  unacquainted  with  splendour  and  luxury,  and 
J  soldier  employed  the  gold  and  silver  of  which  he  had  despoiled 
I  foe  only  for  the  decoration  of  his  horse-trappings  and  arms.  (Sat. 
100-107.) 

**'  Tunc  rudis  et  Graias  mirari  nescius  artes 
Urbibus  eversis  prsedarum  in  parte  reperta 
Magnorum  artificum  frangebat  pocula  miles, 
Ut  phaleris  gauderet  equus,  c«Blataque  cassis 
BomulesB  simulacra  fersB  mansuescere  jussso 
Imperii  fate,  geminos  sub  rupe  Quirinos, 
Ac  nudam  eflBgiem  clypeo  fulgentis  et  hasta, 
Pendentisque  Dei  perituro  ostenderet  hosti." 

e  soldier  broke  up  costly  cups,  the  masterpieces  of  great  artists, 
it  he  might  have  a  she-wolf  and  a  little  Komulus  and  Remus,  where- 
ih  to  adorn  his  helmet,  made  out  of  the  metal.  All  is  intelligible  up 
the  last  two  lines,  where  the  poet  goes  on  to  describe  a  figure  of  this 
id,  wrought  upon  the  helmets  of  the  old  soldiers.  It  is  easy  to  see 
it  this  figure  is  intended  for  Mars ;  the  question  is,  what  is  the 
aning  of  the  epithet  pendentis,  which  he  applies  to  him.  Rigaltius 
covered  a  gloss  which  explained  it  by  "quasi  ad  iotumse  inclinatis." 

E  2 
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Juvenal  had  sucli  a  helmet  or  shield  in  his  mind  when  . 
he  alluded  to  it  by  a  word  which,  up  to  the  time  of  ' 
Addison,  had  been  a  riddle  to  all  commentators.     I  my- 


Lubinns  is  of  opinion  that  the  figure  was  upon  the  shield,  and  Hiat,  as 
the  shield  was  suspended  from  the  arm,  the  poet  may  on  tliis  account 
have  applied  the  epithet  '^suspended*'  to  the  figure.    But  tlus  is  in    : 
opposition  to  the  construction ;  for  the  subject  to  ostenderet  is  not  mOet  I 
but  cassis,    Britannicus  observes,  ^everything  that  stands  high  in  the  t 
air  may  be  said  to  be  pendent,  and  therefore  this  figure  either  above  or   * 
upon  the  helmet  may  be  so  called."    Others  wish  to  read  perdenih   \ 
instead  of  pendentis,  in  order  to  create  an  antithesis  with  the  following    ; 
perituro,  wnich,  however,  they  alone  could  admire.    Let  us  see  what  is   ^ 
Addison's  opinion  about  this  disputed  point.    The  commentatoxa^  he   ; 
says,  are  all  in  error.    *'  The  true  meaning  of  the  words  is  oertainlv  as   i 
follows.    The  Roman  soldiers,  who  were  not  a  little  proud  of  meit 
founder  and  the  militaiy  genius  of  their  republic,  used  to  bear  on  their  i 
helmets  the  first  history  of  Romulus,  who  was  begot  by  the  Gk>d  of  War,    - 
and  suckled  by  a  wolf.    The  figure  of  the  god  was  made  as  if  descend- 
ing upon  the  priestess  Uia,  or,  as  others  caU  her,  Rhea  Silvia.  ...  As    ; 
he  was  represented  descendinyg  his  figure  appeared  suspended  in  fhie  air 
over  the  vestal  virgin,  in  which  sense  the  word  pendentis  is  eztneonely    ; 
proper  and  poetical.    Besides  the  antique  basso-relievo  (in  Bellori),    i 
tiiat  made  me  first  think  of  this  interpretation,  I  have  since  met  with    ■ 
the  same  figures  on  the  reverses  of  a  couple  of  ancient  coins^  which    i 
were  stamped  in  the  reign  of  Antoninus  Fius  *'  (Addison's  Tiavels^ 
Rome,  Tonson's  edition,  1745,  p.  183).    Since  Spenee  thinks  this    ; 
discovery  of  Addison  such  an  extraordinarily  happy  one  as  to  ^ote  ii 
as  a  pattern  of  its  kind,  and  a  very  strong  example  of  the  vse  which 
may  be  made  of  the  works  of  the  old  artists  in  illustrating  the  Boman 
classic  poets,  I  cannot  refrain  from  entering  into  a  somewhat  closer  ^ 
examination  of  this  explanation.    (Polymetis,  Dial.  vii.  p.  77.)    Now 
firstly,  I  must  observe  that  it  is  not  probable  that  the  mere  sight  of  tiie 
bas-relief  and  the  coins  would  have  recalled  the  passage  in  tlnvenal  to 
Addison's  memory,  had  he  not  at  the  same  time  recollected  that  in  the 
old  scholiast  who  reads  ventent/s  instead  offtHgentis  in  the  last  line  but 
one  he  had  seen  the  gloss :  *'  Mortis  ad  Iliam  venientis  nt  cononm- 
beret."    If,  however,  we  reject  the  reading  of  the  scholiast  and  adoi>t 
the  same  as  Addison  himself^  there  is  nothing  to  lead  to  the  supposi- 
tion that  the  poet  had  Rhea  in  his  mind.    Consider  if  it  would  not 
manifestly  be  a  hysteronproteron  for  him  to  speak  of  the  wolf  and  the   ' 
twins,  and  afterwards  mention  for  the  first  time  the  event  to  which 
they  were  indebted  for  their  existence.    Rhea  is  not  yet  a  mother, 
and  the  children  are  already  lying  under  the  rocks.  Consider  if  a  love- 
scene  would  be  altogether  a  suitable  device  for  the  helmet  of  a  Bomau 
soldier.    The  soldier  was  proud  of  the  divine  origin  of  his  founder ; 
that  was  sufSciently  testified  by  the  she-wolf  and  the  infants ;  and  it 
by  no  means  follows  that  he  would  have  wished  to  exhibit  Mars  in  tlie 
conception  of  an  action  in  which  he  was  anything  but  the  terrible 
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self  seem  to  feel  tlie  passage  in  Ovid  where  the  wearied 
CephalaB  calls  npon  the  cooling  breezes : 

"Aura venias 

Meque  jiives,  intresque  sinus,  gratissima,  nostros  I " 


Man.  It  is  no  reiasoii  that,  because  the  surprise  of  Bhea  is  found 
r^Eeaented  on  ever  so  many  old  marbles  and  coins,  it  was  also  adapted 
Cor  a  piece  of  armour.  Besides,  where  are  the  marble  and  the  coins 
<m  wnibh  Addison  discovered  it,  and  where  saw  he  Mars  in  this 
hovering  attitude  ?  The  ancient  bas-relief  to  which  he  appeals  ought 
to  be  fbnnd  in  Bellori ;  but  we  search  through  the  Admiranda,  a 
cdleetion  of  the  finest  antique  bas-reliefis,  for  it  in  vain.  I  cannot 
find  it,  nor  can  Spence  have  found  it  either  there  or  elsewhere,  as  he 
mafceB  no  allusion  to  it  whatever.  All,  therefore,  depends  upon  the 
coin.  Let  us  look  at  this,  then,  in  Addison's  own  work.  There  is 
a  Bhea  in  a  reolinmg  posture,  and  as  the  die-cutter  had  no  room  to 
draw  the  figure  of  Mars  on  the  same  ground  with  her  he  has  placed 
him  a  little  higher.  Tlus  is  all.  Beyond  this  there  is  not  the 
ali^test  iqfypearance  of  hovering.  It  is  true  that  in  the  engraving 
which  Spence  gives  of  it  this  hovering  attitude  is  very  strongly 
eiprooBod;  the  upper  part  of  the  body  is  thrown  considerably  forwards. 
It  is  plain  that  the  figure  is  not  standing ;  and  if  it  cannot  be  faUing, 
it  most  needs  be  hovering.  Spence  says  that  he  himself  is  in  posses- 
flioQ  of  ttiis  coin.  It  would  be  harsh  to  call  a  man's  integrity  into 
question,  even  concerning  a  trifle.  But  a  preludice  once  adopted 
ezeicifles  an  influence  even  upon  our  eyes;  besiaes,  he  may  have  per- 
mitted his  artist  to  strengthen  the  expression  which  he  fancied  he 
himself  discovered  upon  me  coin,  that  his  reader  might  feel  as  little 
doubt  iipon  the  subject  as  himself.  There  is  no  doubt,  at  any  rate, 
that  Spence  and  Addison  both  refer  to  the  same  coin,  and  that  this 
being  the  case  the  latter  has  either  greaUy  misrepresented  or  the 
former  greatly  beautified  it.  I  have  yet  another  objection  to  ur^e 
against  this  assumed  hovering  attitude  of  Mars,  viz.  that  a  body 
hovering  without  any  visible  cause  by  which  the  effect  of  its  gravity 
is  ooonteracted  is  an  incongruity  of  which  no  instance  is  to  be  found 
among  title  ancient  woiks  of  art  It  is  not  even  permitted  in  modem 
painting ;  but  if  a  body  is  suspended  in  the  air,  it  must  either  have 
wings,  or  must  appear  to  rest  upon  something,  though  it  be  onlv  a 
eloud.  When  Homer  represents  Thetis  as  ascending  from  the  beach  to 
Olympus  on  foot — 

T^v  fi^y  &p*  Oij\vfar6vd€  irSBes  <t>€pov, — Hiad^  xviii.  148, 

Count  Gaylus  displays  too  just  a  comprehension  of  the  necessities  of 
art  to  permit  the  goddess  to  step  through  the  air  so  freely.  She  is  to 
take  her  way  upon  a  cloud  (*  Tableaux  tir^s  de  I'Hiade,'  p.  91) ;  just 
iiii  for  the  same  reason  he,  on  another  occasion,  places  her  in  a  chariot 
''p.  131),  though  the  poefs  description  expressly  contradicts  him.  How 
indeed  could  it  be  otherwise?  Although  the  poet  teaches  us  to 
image  to  ourselves  the  goddess  clothed  in  the  human  form,  he  is  far 
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and  his  mistress  Frooris  takes  this  "  Aura  "  to  be  the  name 
of  a  rival — ^I  seem,  I  say,  to  feel  this  passage  more  natural 

from  entertaining  any  idea  of  gross  and  heavy  matter,  and  animates 
her  human  form  with  a  power  which  exempts  her  from  our  laws  of 
motion.  But  how  could  painting  draw  a  distinction  between  the 
bodily  figure  of  a  god  and  of  a  man,  which  would  be  sufficiently 
striMng  to  prevent  our  eyes  from  being  offended  at  seeing  completely 
different  principles  of  motion,  gravity,  and  equilibrium  observed  in 
their  treatment  ?  How  but  by  conventional  signs ;  and  in  lealily  a 
pair  of  wings  and  a  cloud  are  nothing  else.  But  of  this  more  in  anower 
place.  For  the  present  it  is  sufficient  to  require  from  the  advocates  of 
Addison's  opinion  that  they  should  show  us  a  figure  upon  any  other 
monument  of  antiquity,  suspended  as  freely  and  absolutely  in  the  air 
as  the  Mars  on  Addison's  coin  is  supposed  to  be.  It  is  not  likely  that 
this  Mars  was  the  only  specimen  of  its  kind ;  or  that  tradition  had 
transmitted  any  circumstance  which  rendered  this  hovering  attitude 
indispensable  in  this  particular  instance.  Not  the  slightest  trace  of 
such  an  idea  can  be  found  in  Ovid  (Fast.  lib.  i.).  Kay  more,  such  a 
circumstance  cannot  be  reconciled  with  the  other  extant  ancient  wo^ 
of  art  which  represent  the  same  story,  and  in  which  Mars  is  manifestly 
not  hovering  but  walking.  Let  us  turn  to  the  bas-relief  in  Mont&ucQQ 
(Suppl.  tom.  i.  p.  183),  the  original  of  which,  if  I  am  not  mistaken,  is 
at  Bome  in  the  Mellini  palace.  Bhea  is  lying  asleep  under  a  tiee, 
while  "NLBLra  is  approaching  her  with  stealthy  footsteps,  and  his  ri^ht 
hand  stretohed  backwards  with  that  significant  movement  by  which 
we  beckon  to  those  behind  us  either  to  stand  still  or  to  follow  quietly. 
His  posture  here  is  precisely  the  same  as  upon  the  coin,  except  that 
on  the  coin  the  lance  is  placed  in  the  right  hand,  but  upon  the  has* 
relief  in  the  left.  So  many  celebrated  statues  and  bas-reliefs  are  found 
copied  upon  coins,  that  it  was  probably  the  case  here.  As  for  the 
difference  between  the  two,  the  die-cutter  did  not  appreciate  the  ex- 
pression contained  in  the  backward  motion  of  the  hand,  and  theurefore 
thought  it  better  to  fill  it  with  the  lance.  If  all  this  is  taken  together, 
how  uttle  probability  does  Addison's  hypothesis  still  retain;  soaicdy 
more  indeed  than  bare  possibility.  Yet  where  are  we  to  look  for  a 
better  explanation,  if  this  is  worth  nothing  ?  It  may  be  that  there  is 
a  better  among  those,  which  Addison  rejected.  But  if  not,  whAt  then? 
The  passage  of  the  poet  is  corrupt ;  let  it  remain  so.  Bemain  so  it 
will,  though  twenty  new  explanations  of  it  should  be  proposed.  Such 
as  the  following,  for  instance :  that  pendentis  should  be  taken  in  its 
figurative  sense,  as  equivalent  to  **  uncertein,  irresolute,  undecided ;" 
mars  pendens  would  m  that  case  convey  the  same  meaning  as  Mars 
incertus,  or  *'  Mars  communis."  **  Dii  communes  sunt,"  says  Servius 
(ad.  V.  118,  lib.  xii.  ^neid),  '*  Mars,  Bellona,  Victoria,  quia  hi  fai  belle 
utrique  parti  fsivere  possunt,"  and  the  whole  line— 

'*  Pendentisque  Dei  (eflSgiem)  perituro  osteuderet  hosti  " 

—would  then  mean  that  the  old  Boman  soldier  was  wont  to  bear  the 
image  of  the  god,  the  protector  of  his  foe  as  well  as  of  himself^  nndef 


1 
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when  I  see  upon  the  works  of  art  of  the  ancients  that 
they  actually  personified  the  gentle  breezes,  and  nnder 
the  name  of  "  AnraB  "  worshipped  a  kind  of  female  sylph.* 
I  admit  that,  when  Juvenal  compares  an  empty  fellow 
of  rank  with  a  Hermes,  we  should  have  great  difficulty 
in  finding  the  similarity  in  this  comparison,  xmless  we 
had  seen  such  a  Hermes,  and  knew  it  to  be  a  worthless 
ooihimp,  which  only  bears  the  head,  or  at  most  the  trunk, 
of  the  god,  and  which  from  the  absence  therefirom  of 
hands  and  feet  calls  up  the  idea  of  inactivity.^    Illustra- 


fte  veiy  eyes  of  his  enemy,  who  was  none  the  less  destined  to  &11  by 
his  hanid.  A  very  fine  idea,  attribnting  the  victories  of  the  ancient 
BomanH  to  their  own  bravery  rather  than  to  the  partial  assistance  of 
their  progenitor.    For  all  that  *'  non  liquet" 

♦  •«  TiU  I  got  acquainted,"  says  Spence  (Polymetis,  Dial  xiii.  p.  208), 
"with  these  aursB  (or  ^Iphs),  I  found  myself  always  at  a  loss  in  reading 
tile  known  sto^  of  Cephalus  and  Frocris,  in  Ovid.  I  could  never 
imagine  how  OBphalua^s  crying  out '  Aura  venias '  (though  in  ever  so 
langnishing  a  manner)  could  give  anybody  a  suspicion  of  his  being 
fiilse  to  Frocris.  As  I  had  been  always  used  to  think  that  Aura 
signified  only  the  air  in  general,  or  a  gentle  breeze  in  particular,  I  thought 
ProdiB's  jefdousy  less  foimded  than  the  most  extravagant  jealousies 
generally  are ;  but  when  I  had  once  found  that  Aura  might  signify  a 
veiy  handsome  young  lady  as  well  as  the  air,  the  case  was  entirely 
altered ;  and  the  story  seemed  to  go  on  in  a  very  reasonable  manner. ' 
I  am  not  going  to  recall  in  my  note  the  approbation  which  I  have 
btttowed  in  m^  text  upon  this  discovery,  on  which  Spence  evi- 
dently plumes  himself.  But  I  cannot  omit  observixig  that  the  passage 
of  thie  poet  would  be  quite  natural  and  comprehensible  without  it. 
An  that  was  required  to  oe  known  was,  that  anK>ng  the  ancients  Aura 
was  not  an  unusual  name  for  women.  Ka.,  it  is  the  name  of  a  nymph 
in  Nonnus  (Dionys.  lib.  xlviii.),  one  of  me  attendants  of  Diana,  who, 
because  she  boasted  that  her  beauty  was  more  manly  than  that  of  the 
goddess,  was,  as  a  punishment  for  her  presumption,  given  up  while 
deeping  to  the  embraces  of  Bacchus. 

*  Juvenalis  SatyrsB,  viii.  52-55 : — 

**Attu 

Nil  nisi  Gecropides;  trunooque  simillimus  Hermao : 
Nullo  quippe  alio  vincis  discrimine,  quam  quod 
mi  marmoreum  caput  est,  tua  vivit  imago." 

If  Spence  had  included  the  Greek  authors  in  his  plan,  an  old  fable  of 
iE!sop  might  perhaps,  or  perhaps  might  not,  have  occurred  to  him,  on 
which  the  form  of  one  of  these  pillars  of  Hermes  throws  a  light  still 
more  beautiful  and  more  indispensable  to  the  proper  understanding  of  its 
meaning.  **  Hermes,"  ^sop  tells  us,  **  was  desirous  to  learn  in  what 
estimation  he  was  held  among  men.    He  concealed  his  divinity,  and 
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tions  of  this  kind  ate  by  no  means  to  be  despised,  even 
though  they  should  not  be  always  necessary  or  i^wayB 
sufficient.  The  poet  had  the  work  of  art  before  his  eyes, 
not  as  an  imitation,  but  as  a  thing  independently  exist- 
ing, or  else  artist  and  poet  had  adopted  the  same  con- 
ceptions, and  consequently,  in  their  representations,  there 
must  have  been  exhibited  a  coincidence,  from  which,  in 
turn,  conclusions  as  to  the  universality  of  those  concep- 
tions might  be  deduced. 

But  when  Tibullus  paints  the  form  of  Apollo,  as  he 
appeared  to  him  in  a  di*eam,  *'  the  beautiftil  youth,  his 


entered  a  sculptor's ;  here  he  saw  a  figure  of  Jupiter,  and  asked  the 
artist  its  price.  'A  drachma,'  was  the  reply.  Mercury  smiled ;  *  And 
this  Juno?*  he  continued.  'About  the  samel'  was  the  answer. 
Meantime  he  had  espied  an  image  of  himself,  and  was  thus  cogitating: 
'  I  am  the  messenger  of  the  gods ;  I  am  the  author  of  all  gain ;  men 
must  needs  value  me  highly ;  and  ^s  god  here,'  he  went  on,  pointing 
to  the  figure  of  himself,  'what  may  be  its  price?'  *  Oh,  if  you  will  buy 
the  other  two,  I  will  throw  that  into  the  iMixgain.' "  Mercury's  vanity 
received  a  check.  The  sculptor,  however,  did  not  know  him,  and 
could  not  therefore  have  had  any  design  of  wounding  his  self-love ;  but 
there  must  have  been  something  in  the  nature  of  the  statues  which 
made  the  last  of  such  little  value  that  the  artist  was  willing  to  give  it 
in  with  the  others.  The  lower  rank  of  the  god  could  not  have  been 
the  reason,  for  the  artist  values  his  productions  according  to  the  skill, 
the  industry,  and  the  labour  expended  upon  them,  and  not  according 
to  the  rank  and  estimation  in  wnich  the  beings  whom  they  represent 
are  held.  It  is  clear  that  an  image  of  Mercury,  if  it  was  to  cost  less 
than  one  of  Jupiter  or  Juno,  must  have  required  less  skill  and  industry 
in  its  execution.  Such  was  really  Hhe  case :  the  statues  of  Jupiter 
and  Juno  were  fuU  figures  of  these  divinities ;  the  statue  of  Mercury 
was  a  simple  square  pillar  with  his  bust  at  the  top  of  it.  No  wonder, 
then,  the  artist  could  afford  to  give  it  in  to  the  purchaser  of  the  other 
two.  Mercury  overlooked  this  circumstance,  because  his  thoughts 
were  wholly  employed  in  the  consideration  of  his  seeming  pre-eminent 
merit ;  his  chagrin,  therefore,  was  as  natural  as  deserved.  It  would  be 
vain  to  search  the  commentators,  translators,  or  imitators  of  Maop  for 
any  traces  of  this  explanation ;  whilst  I  could  quote  a  whole  series,  if 
it  were  worth  the  trouble,  who  have  understood  the  fable  literally, 
that  is,  have  not  understood  it  at  all.  They  have  either  not  felt  the 
incongruity  which  arises  from  all  the  images  being  supposed  to  be  of 
the  same  kind,  or  they  have  all  pushed  it  too  far.  The  price  which  the 
artist  asks  for  his  Jupiter  is  perhaps  also  a  difficulty  in  this  fable,  for  a 
potter  could  hardly  make  a  doll  for  the  money.  A  drachma,  therefore, 
must  be  taken  generally  as  equivalent  to  any  very  low  price. — 
Tab.  Maopt  90.) 
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pies  encircled  by  the  chaste  bay,  Syrian  odours 
aling  from  the  golden  locks,  which  float  about  his 
der  neck;  the  gleaming  white  and  rosy  redness 
gled  over  the  whole  body,  as  upon  the  tender  cheeks 
%  bride  fiist  being  led  to  her  beloved" — there  is  no 
ion  why  these  traits  should  have  been  borrowed  from 
brated  old  paintings.  The  "  nova  nupta  verecundia 
ibiLis  "  of  Echion  may  have  been  in  Kome,  may  have 
a.  copied  a  thousand  and  a  thousand  times ;  but  does 
t  prove  that  bridal  modesty  itself  had  vanished  from 
world  ?  Because  the  painter  had  seen  it,  was  no  poet 
r  to  see  it  more,  save  in  the  painter's  imitation  ?  ^  Or 
3n  another  poet  describes  Yulcan  as  wearied,  and  his 
),  scorched  by  the  furnace,  as  red  and  burning,  must 
h&YB  first  learnt,  from  the  work  of  a  painter,  that  toil 
tries  and  heat  reddens?^  Or  when  Lucretius  describes 
changes  of  the  seasons,  and  in  natural  succession  con- 
ts  them  past  us,  with  the  whole  train  of  their  effects 
»arth  and  air,  are  we  to  suppose  that  he  was  an  ephe- 
■al,  who  had  never  lived  through  a  whole  year,  had 
er  experienced  these  changes  in  his  own  person  ?  Are 
to  assume  his  picture  to  have  been  drawn  after  an 
Lent  procession,  in  which  the  statues  of  the  seasons 
e  carried  about  ?  Did  he,  necessarily,  first  learn  from 
je  statues  the  old  poetic  artifice  by  which  such  abstrac- 
ts are  converted  into  realities  ?  ^     Does  not  the  "  Pon- 

ribullus,  Eleg.  IV.  lib.  iii. ;  Polymetis,  Dial.  viii.  p.  84. 
Statins,  lib.  i. ;  Sylv.  lib.  v.  8 ;  Polymetis,  Dial.  viii.  p.  81. 
Lucretius,  d.  B.  N.  lib.  v.  736-747  :— 

**  It  Ver  et  Venus,  et  Veneris  prssnuntius  ante 
Pinnatus  graditur  Zephyrua,  vestigia  propter 
Flora  quibus  mater  prsBspargens  ante  yiai 
Cuncta  coloribus  egregiis  et  odoribus  opplet. 
Inde  loci  sequitur  Calor  aridus,  et  comes  una 
Pulvenilenta  Ceres,  et  Etesia  flabra  Aquilonum. 
Inde  Autumnus  adit :  graditur  simul  Evius  Evan : 
Inde  "alisB  tempestates,  ventique  sequuntur, 
Altitonans  Volturnus  et  Auster  fulmine  pollens. 
Tandem  Bruma  nives  adfert,  pigrumque  rigorem 
Beddit,  Hyems  sequitur,  crepitans  ac  dentibus  Algua.** 

ice  pronounces  this  to  be  one  of  the  most  beautiful  passages  in  the 
e  poem  of  Lucretius.  At  least  it  is  one  of  those  on  which  his  reputa- 
Eis  a  poet  is  grounded.  Yet  surely  he  greatly  diminishes  this  honour, 
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tern  indignatus  Araxes"  of  Yirgil,  that  excellent  an 
poetical  picture  of  a  flooded  river,  as  it  tears  away  tl 
bridge  which  had  spanned  it,  lose  its  whole  beauty  whe 
the  poet  is  said  to  be  alluding  by  it  .to  a  work  of  art,  i 
which  this  river  god  is  represented  in  the  afet  of  breakin 
a  bridge  in  pieces?®  What  profit  can  we  derive  firoi 
such  illustrations  as  these,  that  deprive  the  poet  of  an 
share  of  honour  in  the  clearest  passages,  in  order  to  admi 
but  the  glimmer  of  some  artist's  idea  ?     . 

I  regret  that  so  useful  a  book  as  the  *  Polymetis '  migli 
otherwise  have  been  should,  through  this  tsisteless  capric 
for  attributing  to  the  ancient  poets,  in  place  of  their  ow 
genius,  familiarity  with  some  other  man's,  have  beoom 
repulsive,  and  far  more  prejudicial  to  the  classic  authoi 
than  the  watery  commentaries  of  insipid  etymologist 
could  ever  have  been.  Still  more  do  I  regret  that  in  thi 
Spence  should  have  been  preceded  even  by  Addison,  wh( 
in  the  laudable  desire  of  elevating  an  acquaintance  wit! 
works  of  art  to  a  means  of  interpretation,  has  no  les 
failed  to  distinguish  where  the  imitation  of  the  artist  i 
becoming,  and  where  derogatory,  to  the  poet.^® 

or  rather  deprives  him  of  it  altogether,  when  he  says  that  the  desorif 
tlon  was  borrowed  from  some  ancient  procession  of  the  deities  of  th 
seasons ;  and  why  ?  **  Such  processions/'  says  the  Englishman,  **  c 
their  deities  in  general  were  as  common  among  Ihe  BomaoB  of  old 
as  those  in  the  honour  of  the  saints  are  in  certain  countries  to  this  da} 
All  the  expressions  used  by  Lucretius  here  come  in  very  aptly,  i 
applied  to  a  procession."  Excellent  reasons !  But  how  muc^  migh 
be  said  against  the  last  I  The  epithets  which  the  poet  bestows  npoi 
the  personified  abstractions,  '*Oalor  aridus — Ceres  pulveralenta- 
Yoltumus  altitonans — fulmine  pollens  Auster — ^Algus  dentibus  crepi 
tans,"  prove  at  once  that  they  derive  their  being  from  him,  and  no 
from  the  artist,  who  must  needs  have  attributed  totally  differen 
characteristics  to  them.  Spenoe  appears,  moreover,  to  have  hit  npoi 
this  idea  of  a  procession  through  Abraham  Preigern,  who  in  his  not 
upon  these  lines  says,  ^  Ordo  est  quasi  pompsB  oigusdam,  Yer  et  Yeiiafi 
Zephyrus  et  Flora,"  Sec.  But  Spence  should  have  been  satisfied  ^ 
stop  nere.  To  say  *'  The  poet  mskkes  the  seasons  pass  by  as  it  were  ii 
a  procession "  is  all  very  well,  but  to  say  he  borrowed  the  idea  o 
milking  them  thus  pass  before  us  from  a  procession  shows  great  wan 
of  taste. 

'  Maeid^  lib.  viiL  728 ;  Polpietis,  Dial.  ziv.  p.  280. 

1*  In  various  passages  of  his  travels;  and  in  his  conversatioD  oi 
anoient  ooins. 
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Of  the  Bunilarity  which  exists  between  poetry  and  paint- 
ing, Spenoe  forms  the  most  cnrions  conceptions  possible. 
He  believeB  that  the  two  arts  were,  among  the  ancients, 
80  oloeely  united  that  they  constantly  went  hand  in  hand ; 
the  poet  never  suffering  himself  to  lose  sight  of  the  painter, 
nor  the  painter  of  the  poet.  That  poetry  is  the  more  com- 
prehensive art,  that  beanties  wait  on  its  bidding,  which 
painting  would  in  vain  attempt  to  attain ;  that  it  often 
has  good  reasons  for  preferring  inartistic  beanties  to  ar- 
tistic,—of  all  this  he  seems  never  once  to  have  thought ; 
and  therefore  the  most  trifling  differences  that  he  may 
observe  between  the  ancient  poets  and  artists  involve  him 
in  an  embarrassment,  by  which  he  is  driven  to  the  use  of 
the  most  strange  expedients. 

The  ancient  poets,  for  the  most  part,  attributed  horns 
to  Bacchus.  "Therefore  it  is  surprising,"  says  Spence, 
"  that  these  horns  are  not  more  commonly  seen  upon  his 
statues."^  He  advances  first  one  reason,  then  another, 
now  the. ignorance  of  antiquarians,  now  the  smallness  of 
the  horns  themselves,  which  he  thinks  might  have  been 
hidden  under  the  grape-clusters  and  ivy-leaves  which 
were  the  constant  headdress  of  the  god.  He  hovers 
around  the  true  cause,  without  for  a  moment  suspecting  it. 
The  horns  of  Bacchus  were  not  natural  horns,  as  were  those 
of  fauns  and  satyrs.  They  were  an  ornament  of  the  brow, 
which  he  could  put  on,  or  lay  aside,  at  his  pleasure. 

"  Tibi  cum  sine  comibus  adstas 
Virgineum  caput  est," 

is  Ovid's  festive  invocation  of  Bacchus ;  ^  so  that  he  could 
show  himself  without  horns,  and  did  so  whenever  he 
wished  to  appear  in  his  girlish  beauty,  in  which  the 
artist  would  naturally  represent  him,  and  would  therefore 
be  compelled  to  avoid  every  addition  which  might  pro- 
duce a  bad  effect.  Such  an  addition  would  these  horns 
have  been,  which  were  fastened  on  the  chaplet  just  as 
they  are  seen  to  be  on  a  head  in  the  Koyal  Cabinet  of 

»  Polymetifl,  Dial.  ix.  p.  129.  •  Metamornh.  lib.  iv.  19. 
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Berlin.^    Such  an  addition  was  the  chaplet  itself^  wHioh 
concealed  his  beautifal  forehead,  and  therefore  ocoors  in 
the  statues  of  Bacchus  as  rarely  as  the  horns  themaelves; 
while  the  poets  are  as  continually  attributing  it  to  him 
as  its  inventor.     The  horns  and  the  chaplet  furnished  the  -. 
poet  with  neat  allusions  to  the  actions  and  character  of  ; 
the  god.     To  the  artist,  on  the  contrary,  they  were  impe-  \ 
diments,  preventing  the  display  of  higher  l)eautie8 ;  and   ! 
if  Bacchus,  as  I  believe,  obtained  the  name  of  "  Biformis, 
Ai/i,op<^o^,"  for  this  very  reason,  viz.  that  he  could  manifest    « 
himself  in  beauty  as  well  as  in  f rightfulness,  it  is  perfectly 
natural  that  the  artists,  from  his  two  forms,  should  have 
selected  that  which  best  corresponded  with  the  purpose  of 
their  art. 

In  Soman  poetry,  Minerva  and  Juno  often  hurl  the 
thunderbolt.  Why,  asks  Spenoe,  do  they  not  do  it  in 
their  statues  also?*  He  answers,  "This  power  was  the 
special  privilege  of  these  two  goddesses,  the  reason  of 
which  was,  perhaps,  first  learned  in  the  Samothracian 
mysteries.  But  since  among  the  ancient  Eomans  the 
artists  were  considered  as  common  people,  and  would 
therefore  be  rarely  initiated  into  them,  they  would  doubt- 
less know  nothing  of  it,  and  what  they  knew  not  of  they 
clearly  could  not  represent."  There  are  several  questions 
which  I  might  ask  Spence  in  turn.  Did  these  common 
persons  work  on  their  own  account ;  or  at  the  bidding  of 
patrons  of  higher  rank,  who  might  be  instructed  in  these 
mysteries  ?  Did  artists  occupy  such  an  inferior  position 
in  Greece  also  ?  Were  not  the  Soman  artists  for  the  most 
part  bom  Greeks  ?  and  so  forth. 

Statins  and  Valerius  Flaoous  describe  an  irritated  Venus, 
and  that  too  in  such  terrible  traits  that  at  this  moment 
she  might  be  taken  for  a  fury  rather  than  the  goddess  of 
love.  Spence  looks  around  among  the  ancient  works  of 
art  for  such  a  Venus,  but  in  vain.  What  is  the  conclusion 
he  draws  ?  Is  it  that  the  poet  has  greater  liberty  allowed 
him  than  the  sculptor  and  painter  ?  This  is  the  conclusion 
he  should  have  drawn,  but  he  had  once  for  all  adopted,  as 
fundamental,  the  principle  that  "  scarce  anything  can  be 

•  Begori  Thes.  Brandenb.  vol.  iii.  p.  242. 
*  Polymetis,  Dial.  vi.  p.  63. 
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good  in  a  poetical  description  which  would  appear  absurd 
if  zeprefiented  in  a  statue  or  picture."  ^  Consequently  the 
poets  must  have  committed  an  error.  '*  Statins  and  Yale- 
riiiB  belong  to  an  age  when  Eoman  poetry  was  already  in 
its  decline.  In  this  very  passage  they  display  their  bad 
jadgment  and  corrupted  taste.  Among  the  poets  of  a 
better  age  such  a  repudiation  of  the  laws  of  artistic  ex- 
pression will  never  be  found."  ^ 

To  pronounce  such  criticisms  as  these  needs  but  small 
powers  of  discernment.  I  will  not,  however,  in  this  in- 
stance, take  up  the  defence  either  of  Statins  or  Valerius, 
but  confine  myself  for  the  present  to  a  general  observa- 
tion. The  gods  and  spiritual  beings,  as  they  are  repre- 
sented by  the  artists,  are  not  precisely  such  as  to  fulfil 
the  requisitions  of  the  poet.  With  the  artist  they  are 
personified  abstractions,  which,  in  order  to  be  at  once 
reoognized,  must  perpetually  retain  their  appropriate 
characteristics.  With  the  poet,  on  the  contrary,  they  are 
real,  acting  beings,  who,  in  addition  to  their  general  cha- 
racters, possess  other  qualities  and  feelings,  which  may 
become  the  more  prominent  according  to  the  circumstances 
in  which  they  are  placed.  In  the  eyes  of  the  sculptor 
Venus  is  only  "  Love."  He  must,  therefore,  attribute  to 
her  all  the  modest,  bashful  beauty,  all  the  graceful  charm, 
which  are  the  attractions  in  a  beloved  object ;  and  which, 
therefore,  we  include  in  our  abstract  idea  of  love.  If  there 
is  the  least  deviation  from  this  ideal,  we  can  no  longer 
recognize  her  form.  Beauty,  but  clothed  with  majesty 
rather  than  bashfulness,  becomes  at  once,  not  a  Venus, 
but  a  Juno.  Charms,  but  charms  commanding,  and  rather 
manly  than  graceful,  give  us,  instead  of  a  Venus,  a  Mi- 
nerva. An  irritated  Venus,  a  Venus  impelled  by  revenge 
and  fury,  is  a  positive  contradiction  to  the  sculptor ;  for 
love,  as  such,  is  never  angry  or  revengeful.  To  the  poet, 
on  the  contrary,  Venus  is  indeed  "  love,"  but  she  is  also 
the  goddess  of  love  who,  in  addition  to  this  character, 
has  her  peculiar  personality,  and  consequently  must  bo 
just  as  capable  of  the  impulses  of  aversion  as  she  is  of 
those  of  affection.    What  wonder,  then,  if  he  paints  her  as 

•  Polymetis,  Dial.  xx.  p.  311.  •  Ibid.  Dial.  vii.  p.  74. 
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inflamed  with  indignatioii  and  foxy,  espeoiallpr  when  it  ii 
injured  love  itself  that  has  kindled  these  feelings  in  her? 
It  is  quite  true  that  in  groups  the  artist  as  well  as  tha 
poet  can  introduce  Yenus,  or  any  other  divinity,  as  apart 
from  her  peculiar  character,  a  real  and  actmg  being. 
But  in  that  case  their  actions  must,  at  least,  not  contra- 
dict their  character,  even  though  not  the  immediate  con- 
sequences of  it.  Yenus  bestows  upon  her  son  divine 
armour.  This  action  the  artist  can  represent  as  well  as 
the  poet.  Here  there  is  nothing  to  prevent  him  from 
giving  Yenus  all  the  charm  and  beauty  which  are  hei 
attributes  as  the  goddess  of  love ;  nay  rather,  in  his  woik, 
she  will  be  by  these  very  attributes  the  more  easily  re- 
cognized. But  when  Yenus  wishes  to  take  vengeance 
upon  her  contemners,  the  men  of  Lemnos,  and  with  wild 
dilated  form,  with  flushed  cheeks,  dishevelled  hair,  and 
torch  in  hand,  she  wraps  a  sable  robe  around  her,  and 
stormily  descends  upon  a  gloomy  cloud,  this  is  no  momeni 
for  the  artist,  since  at  this  moment  there  is  no  feature  b\ 
which  he  could  render  her  capable  of  being  recomized 
It  is  only  a  moment  for  the  poet,  because  he  has  "me  pri- 
vilege of  combining  with  it  another,  in  which  the  goddesf 
is  wholly  Yenus,  so  nearly  and  so  closely,  that  she  is  nevei 
lost  sight  of  in  the  fury.     This  Flaccus  does : — 

"  Neque  enim  alma  videri 
Jam  tumet ;  aut  tereti  crinem  subnectitur  auro, 
Sidereos  diflusa  sinus.     Eadem  effera  et  ingens 
Et  maculis  suffecta  genas :  pinumque  sonantem 
Yirginibus  Stygiis,  nigramque  simillima  pallam.**' 

Statins  does  the  same  : — 

"  Ilia  Paphon  veterem  centumque  altaria  linquons. 
Nee  vultu  nee  crine  prior,  solvisse  jugalem 
Ceston,  et  Idalias  procul  ablegasse  volucres 
Fertur.     Erant  certe,  media  qui  noctis  in  umbra 
Divam  alios  ignes  majoraque  tela  gerentem, 
Tartarias  inter  thalamis  volitasse  sorores 
Yulgarent :  utque  implicitis  arcana  domorum 
Anguibus,  et  saeva  formidine  cuncta  replerit 
lamina."  » 

'  Argonaut.  Hb.  il  102.  •  Tliebaid.  Ub.  ▼.  61. 
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But  it  may  be  said  the  poet  alone  possesses  the  power 
painting  with  negative  traits,  and,  by  mixing  the  nega- 
'e  and  positive  together,  of  uniting  two  appearances  in 
B.  No  longer  is  she  the  graceful  Yenns ;  no  longer  are 
r  locks  bonnd  with  golden  clasps;  no  azure  robe  is 
ating  round  her ;  her  girdle  is  laid  aside ;  she  is  armed 
th  other  torches  and  larger  arrows  than  her  own; 
des,  like  herself,  bear  her  company.  But  there  is  no 
\aoTLy  because  the  artist  is  compelled  to  abstain  from  the 
srcise  of  this  power,  that  the  poet  should  do  the  same. 
painting  must  needs  be  the  sister  of  poetry,  let  her  not 
a  jealous  sister ;  and  let  not  the  younger  forbid  the 
ler  every  ornament  that  does  not  sit  well  upon  herself. 


CHAPTER  rX. 

w©  wish  to  compare  the  painter  and  poet  together  in 
gle  instances,  we  must  first  inquire  whether  they  both 
joyed  entire  freedom;  whether,  uninfiuenced  by  any 
l»mal  pressure,  they  could  labour  at  producing  the 
rliest  effect  of  their  respective  arts. 
^nch  an  external  influence  was  often  exercised  by  reli- 
►n  over  the  ancient  artist.  His  work,  destined  for  wor- 
p  and  devotion,  could  not  always  be  as  perfect  as  if  the 
tasure  of  the  beholders  had  been  his  sole  aim.  The 
is  were  overburdened  with  allegorical  emblems  by 
)erstition,  and  the  most  beautiful  of  them  were  not 
jrywhere  worshipped  as  such. 

Bacchus,  in  his  temple  of  Lemnos,  out  of  which  the 
us  Hypsipyle,  in  the  form  of  the  god,^  rescued  her 

*  Valerius  Flaccus,  lib.  ii.  Argonaut.  265-273 : — 

"  Serta  patri,  juvenisque  comam  vestesque  Lysei 
Induit,  et  medium  curru  locat :  seraque  circum 
Tympanaque  et  plenas  tacita  formidine  cistas. 
Ipsa  sinus  hederisque  ligat  famularibus  artus : 
Pampineamque  quetit  ventosis  ictibus  hastam, 
Respiciens :  teneat  virides  velatus  habenas 
XJt  pater,  et  nivea  tumeant  ut  cornua  mitra, 
Et  sacer  ut  Bacchum  referat  scyphus." 

lie  word  tumeant,  in  the  last  line  but  one,  seems  to  indicate  that 
horns  of  Bacchus  were  not  quite  so  small  as  Spence  imagines^ 
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father,  was  represented  with  horns,  and  so,  without  doubt, 
he  appeared  in  all  his  temples ;  for  these  horns  were  sym- 
bolic, and  one  of  the  indications  of  his  being.     But  the 
unfettered  artist,  who  executed  his  Bacchus  for  no  temple,    - 
omitted  this  emblem ;  and  if  we,  among  the  extant  statues   - 
of  this  god,  find  none  in  which  he  is  represented  with 
horns,^  it  is  perhaps  a  proof  that  none  of  the  conseorated   ' 
images  under  which  he  was  actually  worshipped  are  re- 
maining.   Besides,  it  is  exceedingly  probable  that  upon 
these  latter,  principally,  fell  the  fury  of  the  pious  icono- 
clasts of  the  first  centuries  of  Christianity  ;  by  whom  only    . 
here  and  there  a  work  of  art,  if  polluted  by  no  adoration,   » 
was  sometimes  spared. 

As,  however,  among  the  excavated  antiques,  pieces  of 
both  kinds  are  to  be  found,  it  were  to  be  wished  that  the 
title  of  works  of  art  was  confined  to  those  alone  in  which 
the  artist  had  the  power  of  really  showing  himself  to  be 
such,  in  which  beauty  was  his  primary  and  ultimate  ob- 
ject. None  of  the  others,  in  which  too  evident  traces 
testify  to  religious  conformity,  deserve  this  name,  because 
in  their  case  art  did  not  labour  on  its  own  account,  but 
was  a  mere  helpmate  to  religion,  which,  in  the  material 
subjects  that  it  afforded  for  representation,  looked  rather 
to  significance  than  to  beauty.  Yet  for  all  that  I  do  not 
mean  to  maintain  that  it  has  not  frequently  embodied 
all  that  was  significant  in  the  beautifrd,  or  at  least,  out 
of  indulgence  to  the  art  and  the  fine  taste  of  the  age,    ' 

^  The  80-salled  Bacchus  in  the  gardens  of  the  Medici  at  Borne 
(li'Iontfaucon,  Suppl.  anx  Antiq.  t.  i.  p.  254)  has  little  hams,  just 
sprouting  from  his  forehead.  But  there  are  some  connoisseurs  who» 
for  that  very  reason,  think  it  would  be  more  properly  consideiied  a 
faun.  In  fact  such  natural  horns  are  a  degradation  of  the  human  form, 
and  can  only  become  beings  who  are  esteemed  a  kind  of  link  between 
man  and  brute.  Besides  the  attitude,  the  longing  look  with  whiidi  he 
eyes  the  grapes  held  over  him  is  more  suited  to  one  of  his  attendants 
than  to  the  god  himself.  I  here  recollect  what  Clemens  AleKandrinns 
says  of  Alexander  the  Great  (Protrept.  p.  48,  Edit.  Pott.) :  'E/3o^A.rro 
$€  Kol  *A\4^(UfZpos  "Afifiwyos  vlhs  tlycu  So/cerv,  Ka\  K€pd(r<popos  &MnrAc(r- 
reffOat  irphs  rSov  iLyakfJLaroirowVj  rh  KotXhy  kvBp^Tcov  ifipltreu  aievLimw 
Kcpari.  It  was  Alexander*s  express  wish  that  the  sculptor  should 
represent  him  with  horns;  he  was  quite  content  that  the  human 
beauty  of  his  form  should  be  degraded  by  them,  provided  he  should  fas  ^ 
believed  to  have  sprung  from  a  divine  origin. 
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dispensed  with  so  much  of  the  lormer  that  the  latter 
seemed  to  prevail  alone. 

If  no  such  distinction  is  drawn,  the  connoisseur  and 
antiquary  will  be  constantly  coming  into  collision,  because 
they  do  not  understand  one  another.  If  the  former, 
from  his  insight  into  the  intention  of  art,  maintains 
that  the  ancient  artist  could  not  have  produced  this  or 
that  work,  i.e.  not  as  an  artist,  not  spontaneously;  the 
latter  stretches  this  into  an  assertion  that  neither  religion 
nor  any  other  external  cause,  lying  outside  the  region  of 
art,  could  have  caused  its  execution  by  the  artist,  i.e. 
by  the  artist  as  a  craftsman.  Thus  he  believes  he  can 
refute  the  connoisseur  with  the  first  statue  that  comes 
to  hand,  which  the  latter,  without  the  least  scruple, 
though  to  the  great  scandal  of  the  learned  world,  con- 
demns again  to  the  heap  of  rubbish  from  which  it  was 
extracted.^ 

'  When  I  asserted  above  that  the  ancient  artists  had  never  executed 
a  fury  [see  p.  15,  and  note],  it  had  not  escaped  me  that  the  furies  liad 
more  than  one  temple,  in  which  there  certainly  must  have  been  statues. 
In  that  at  Kerynea,  Fausanias  found  some  of  wood,  which  were  neither 
large  nor  in  any  other  respect  worthy  of  remark ;  but  it  seemed  that  art, 
forbidden  to  exhibit  its  powers  in  the  statues  of  the  goddesses,  displayed 
them  in  those  of  their  priestesses ;  which  stood  in  the  vestibule  of  the 
temple,  and  were  most  beautifully  executed  in  stone  (Pausanias 
Achaio.  xxv.  p.  587,  edit.  EUhn).  Neither  had  I  forgotten  that  it  is 
supposed  that  their  heads  may  be  seen  upon  an  abraxas  made  known 
by  ChifiSetius,  and  upon  a  lamp  in  Licetus  (Dissertat.  sur  les  Furies 
par  Bannier,  Memoires  de  TAcademie  des  Inscriptions,  t.  v.  p.  48). 
Kor  was  that  urn  Of  Etruscan  workmanship  in  Got!  (Mus.  Etrusc. 
tab.  151)  unknown  to  me,  upon  which  Orestes  and  Pylades  are  drawn 
attacked  by  furies  with  torches.  I  spoke,  however,  of  works  of  art 
only,  from  which  I  believe  that  all  these  pieces  may  be  excluded ;  and 
even  if  the  last-mentioned  work  were  not  to  be  excluded  with  the  rest, 
yet  when  considered  from  another  point  of  view  it  serves  to  corrobo- 
rate my  opinion  rather  than  contradict  it.  For  though  beauty  was  not, 
generally  speaking,  the  aim  of  Etruscan  artists,  yet  even  here  the  furies 
are  not  denoted  by  their  horrible  features  bo  much  as  by  their  demeanour 
and  attributes.  Indeed  so  mild  is  their  expression,  while  they  thrust  their 
torches  into  the  very  eyes  of  Pylades  and  Orestes,  that  they  appear  as  if 
they  only  wished  to  frighten  them  in  jest.  We  can  only  infer  how  terri- 
ble they  appeared  to  the  two  friends  from  their  terror,  but  in  no  way  from 
the  figures  of  the  furies  themselves.  They  are  therefore  furies,  and  yet 
not.    They  perform  the  office  of  furies,  yet  not  with  tiiat  representa- 
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On  the  other  hand,  too  much  importance  may  be  attri* 
buted  to  the  influence  exercised  by  religion  upon  art, 
Spence  affords  us  a  curious  example  of  this.  He  found  in 
Ovid  that  Yesta  was  not  worshipped  in  her  temple  under 
any  personal  image ;  and  this  seemed  to  him  a  sufficient 
ground  for  concluding  that,  as  a  xmiversal  rule,  there 
were  no  statues  of  this  goddess,  and  that  all  which  had 
hitherto  been  considered  such  represent  not  Yesta  but  a 
vestal.^  A  strange  conclusion  I  Did  the  artist  lose  his 
right  to  personify  a  being  to  whom  the  poets  give  a  defi- 
nite personality ;  whom  they  represent  as  the  daughter  .of  ' 
Saturn  and  Ops ;  whom  they  depict  as  being  in  danger  of 
falling  under  the  brutality  of  Priapus,  and  all  the  rest 
that  they  tell  of  her ; — did  the  artist,  I  say,  lose  his  right 
to  personify,  in  his  own  manner,  this  being,  because,  in  a 
single  temple,  she  was  only  worshipped  under  the  symbol 
of  fire?  For  Spence  here  further  commits  the  error  of 
extending  what  Ovid  states  only  of  one  particular  temple 


tion  of  anger  and  rage  which  we  are  accustomed  to  associate  with  the 
name ;  not  with  a  brow  which,  as  Catullus  says,  **  expirantis  pneportat 
pectoris  iras."  But  lately  Herr  Winckelmann  thought  he  had  disoovered 
a  fury,  with  dishevelled  dress  and  hair,  and  a  dagger  in  her  hand,  upon 
a  cornelian  in  tiie  cabinet  of  Herr  Stoss  (Bibl.  d.  Sch.  Wiss.  vol.  v. 
p.  30).  Hagedom  adyises  artists,  on  the  strength  of  this,  to  introduce 
furies  into  their  pictures  (Betrachtungen  iiber  die  Malerei,  p.  222). 
Winckelmann  himself,  however,  has  since  thrown  doubts  upon  uiis  dis- 
covery, because  he  cannot  find  any  grounds  for  believing  that  among 
the  ancients  the  furies  were  ever  armed  with  daggers  instead  of 
torches  (Deecrip.  des  Pierres  graves,  p.  84).  Doubtlessly,  therefore, 
ho  does  not  consider  the  figures  upon  the  coins  of  the  towns  Lyiba 
and  Massaura,  which  Spanheim  pronounced  Furies,  as  such  (Les 
C^sars  do  Julien,  p.  44),  but  as  a  Hecate  triformis ;  for  otherwise  a 
fury  might  here  also  be  seen  bearing  a  dagger  in  either  hand ;  and  it  is 
curious  that  this  too  appears  with  her  hair  uncovered  and  diidievelled, 
whereas  in  other  cases  furies  (ire  covered  with  a  veil.  But  supposing 
Herr  Winckelmann's  first  conjecture  to  be  right,  still  the  case  would  be 
the  same  with  the  engraved  stone  and  the  Etruscan  urn ;  no  featuores  oan 
be  recognized  on  account  of  the  minuteness  of  the  work.  Besides, 
engraved  stones  generally,  on  account  of  their  use  as  seals,  may  be  con- 
sidered as  belonging  to  symbolical  language;  and  the  figures  upon 
them  may  be  more  frequently  arbitrary  emblems  of  their  owners  toan 
spontaneous  productions  of  the  artist. 

*  Polymetis,  Dial,  vii  p.  81. 
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of  Yecrfca,  viz.  the  one  at  Eome,*^  to  all  her  temples  without 
disiiaction,  and  to  her  worship  universally.  It  does  not 
neoefisarily  follow  that  she  was  worshipped  everywhere 
as  she  was  in  this  temple  at  Borne;  nay,  before  Numa 
built  it  she  was  not  thus  worshipped,  even  in  Italy. 
Numa  did  not  wish  to  have  any  divinity  represented  by 
either  the  human  or  the  brutish  form ;  and  the  improve- 
ment which  he  effected  in  the  worship  of  Vesta,  without 
doubt  consisted  in  the  rejection  of  all  personal  represen- 
tation of  her.  Ovid  himself  informs  us  that,  before  the 
time  of  Numa,  there  were  statues  of  Vesta  in  her  temple, 
which  from  shame,  when  their  priestess  Sylvia  became  a 
mother,  covered  their  eyes  with  maiden  hands.^  That 
even  in  the  temples  which  the  goddess  possessed  outside 
the  city,  in  the  Soman  provinces,  her  worship  was  not 
precisely  that  established  by  Numa  appears  to  be  proved 

•  Fasti,  lib.  vi.  v.  295-98  :— 

**  Esse  diu  stultns  Yesto  simulacra  putavi: 
Mox  didici  cnrvo  nulla  subesse  dolo. 
Ignis  inextinctus  templo  cselatur  in  illo ; 
Effigiem  nnllam  Vesta,  nee  igois,  habet." 

(Md  is  speaking  only  of  the  worship  of  Vesta  at  Borne,  and  of  the 
temple  which  Nnma  had  there  built  her,  of  which  he  says  shortly 
before  (y.  259):— 

^  Regis  opus  placidi,  quo  non  metuentius  ullum 
Numinis  ingenium  terra  Sabina  tulit." 

•  Fasti.  Ub.  iii.  v.  45,  46  :— 

"  Sylvia  fit  mater ;  Vest»  simulacra  feruntur 
Virglneas  oculis  opposuisse  manus." 

It  is  thus  that  Spence  should  have  compared  Ovid's  different  state- 
ments. The  poet  speaks  of  different  periods  :  in  the  latter  passage,  of 
the  age  preceding  Numa ;  in  the  former,  of  a  time  subsequent  to  him. 
During  fiie  former  she  was  worshipped  in  Italy  under  personal  repre- 
sentations as  she  had  been  in  Troy,  from  whence  ^neas  had  intro- 
duced her. 

"...  Manibus  vittas,  Vestamque  potentem, 
iEtemumque  adytis  effert  penetralibus  ignem," 
says  Virgil  of  the  spirit  of  Hector,  after  it  has  counselled  -^Eneas  to 
take  flight.  Here  a  distinction  is  expressly  drawn  between  the  eternal 
fire  andVesta  or  her  statue.  Spence  cannot  have  studied  the  Latin 
poets  with  sufficient  attention  for  his  purpose,  since  this  passage  has 
escaped  him. 

F  2 
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by  several  old  inscriptipns,  in  which  mention  is  made  of  a 
Pontifex  VestsB.^  At  Corinth,  too,  there  was  a  temple  of 
Yesta,  without  any  image  at  all,  but  with  a  simple  altar, 
upon  which  sacrifices  were  offered  to  her.®  But  does  this 
show  that  the  Greeks  had  no  statues  of  Vesta?  At 
Athens  there  was  one  in  the  Prytaneion  near  the  statue 
of  Peace.^  The  people  of  lasos  boasted  that  they  possessed 
one  upon  which,  although  it  stood  in  the  open  air,  neither 
snow  nor  rain  ever  fell.^°  Pliny  mentions  one,  in  a  sitting 
posture,  from  the  hand  of  Skopas,  which  in  his  time 
might  be  seen  in  the  Servilian  garden  at  Kome.^^  And, 
allowing  that  it  is  not  easy  for  us  to  distinguish  a  mere 
Vestal  from  a  Vesta  itself,  does  this  prove  that  the  an- 
cients could  not,  still  less  would  not,  draw  this  distinction? 
Certain  emblems  of  art  are  manifestly  more  in  favour  of 
the  one  than  of  the  other.  The  sceptre,  the  torch,  the 
palladium  can  only  be  presumed  to  be  in  the  hand  of  a 
goddess.  The  cymbal  which  Codinus  attributes  to  her 
might  perlaps  belong  to  her  only  as  the  Earth  ;  or  Codinus 
may  not  have  really  known  what  it  was  he  saw.^^ 

'  Lipsius  de  Vesta  ct  Vestalibus,  cap.  13, 

8  Pausanias,  Corinth,  lib.  ii.  cap.  35,  sect.  1. 

'  Pausanias,  Attic,  lib.  i.  cap.  18,  sect.  3. 

*o  Polyb.  Hist.  lib.  xvi.  11,  Oper.  vol.  ii.  p.  443,  edit.  Emeati. 

"  Plinius,  xxxvi.-4,  7,  edit.  Tauch. :  **  Scopas  fecit  Vestam  seden- 
tem  landatam  in  Servilianis  hortis."  Lipsius  must  have  had  this 
passage  in  his  mind  when  he  wrote  (De  Vesta,  cap.  3) :  "  PJinius  Veetam 
sedentem  effingl  solitam  ostendit,  a  stabilitate"  ;  but  he  had  no  right 
to  assume  that  what  Pliny  said  of  a  particular  piece  of  Skopas  was  a 
characteristic  universally  adopted  in  the  goddess's  statues.  He  himself 
remarks  that  on  the  coins  Vesta  appears  standing  as  often  as  sitting ; 
by  this  observation,  however,  he  corrects,  not  Pliny,  bnt  his  own  mis- 
taken imagination. 

"  Georg.  Codinus  de  originib.  Constant.,  edit.  Venet.  p.  12:  T¥i¥ 
yrjy  Xdyovffiy  'Eorfov,  Ktd  TrXdrTOvciy  ainriy  yvyaiKo,  r'bfjaravov  ficuprd^ov^ 
ffay^  iireiS^  robs  iivffiovs  ri  7^  {f<t>*  iavr^y  ffvyKXcUt,  Suidas,  either  on 
Codinus'  authority,  or  perhaps  drawing  from  a  common  source  with 
him,  says  the  same  in  ms  account  of  the  word  icrria,  **  The  earth  is 
represented  under  the  name  of  Vesta  as  a  woman  carrying  a  tympanum, 
in  which  she  is  supposed  to  hold  the  winds  confiued."  The  reason  g^ven 
is  somewhat  absurd ;  it  would  have  been  more  plausible  to  have  said  that 
the  tympanum  was  one  of  her  attributes,  because  the  ancients  believed 
that  she  resembled  it  in  shape,  <rx^Ma  ahrrjs  rvfjurcufOfiSh  elycu,  (Plu- 
tarehus  de  placitis  Philos.  cap.  10,  id.  de  facie  in  orbe  LunsB.)  Only  it 
is  possible  enough  that  Codinus  may  have  been  mistaken  in  the  figure, 
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CHAPTEB  X. 

I  GO  on  to  notice  an  expression  of  surprise  in  Spence, 
which  most  significantly  proves  how  little  reflexion  he  can 
have  T3estowed  npon  the  nature  of  the  limits  of  Art  and 
Painting. 

"  As  to  the  muses  in  general,"  he  says, "  it  is  remarkable 
that  the  poets  say  so  little  of  them  in  a  descriptive  way ; 
much  less  indeed  than  might  be  expected  for  deities  to 
whom  they  are  so  particularly  indebted."  ^ 

What  does  this  mean,  if  not  that  he  feels  surprised  that, 
when  the  poet  speaks  of  the  deities,  he  does  not  do  it  in 
the  dumb  speech  of  the  painter  ?  Urania,  with  the  poets, 
is  the  muse  of  astronomy ;  from  her  name  and  her  perform- 
ances we  at  once  recognize  her  office.  The  artist,  in  order 
to  render  it  palpable,  represents  her  pointing  with  a  wand 
to  a  globe  of  the  heavens.  This  wand,  this  celestial  globe, 
and  this  posture  are,  as  it  were,  his  letters,  from  which 
he  leaves  us  to  spell  out  the  name  Urania.  But  when  the 
poet  wishes  to  say  that  "  Urania  had  long  ago  foreseen  his 
death  in  the  aspect  of  the  stars  " — 


'*  Ipsa  diu  positis  lethxmi  prsedixerat  astris 
Uranie  "  ^ 

— why  should  he,  out  of  respect  to  the  painter,  subjoin, 
"  Urania,  wand  in  hand,  and  heavenly  globe  before  her  "? 
Would  it  not  be  as  though  a  man  who  could  and  might 
speak  clearly  should  still  make  use  of  those  signs  which 


or  in  the  name,  or  in  both.  Perhaps  he  knew  no  better  name  to  give  to 
what  he  saw  in  Vesta's  hand  than  "  tympanum,'*  or  heard  it  called 
a  tympanum,  and  it  never  struck  him  that  a  tympanum  could  be  any- 
thing else  than  the  instrument  which  we  call  a  kettle-drum.  Tympana, 
however,  were  also  a  kind  of  wheel : — 

**  Hinc  radios  trivere  rotis,  hinc  tympana  plaustris  Agricolsd — " 

(Yirgiliua,  Greorgic.  ii.  444).  The  symbol  which  we  see  in  the 
hands  of  the  Vesta  of  Fabretti  (ad  Tabulam  Iliadis,  p.  334)  seems  to 
me  to  be  very  like  such  a  wheel,  though  this  scholar  takes  it  for  a 
bandmill. 

*  Polymetis,  Dial.  viii.  p.  91,  »  Statius,  Theb.  viii.  551. 
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the  mutes  in  the  seraglios  of  the  Turks,  from  an  inability 
to  articulate,  have  adopted  among  themselves  ? 

Spence  again  expresses  the  same  surprise  at  the  moral 
beings,  or  those  divinities,  to  whom  the  ancients  allotted 
the  superintendence  of  virtues,  or  whom  they  supposed  to 
preside  over  the  conduct  and  events  of  human  ifie.*  "  It 
is  observable,"  he  says,  **  that  the  Koman  poets  say  less 
of  the  best  of  these  moral  beings  than  might  be  expected. 
The  artists  are  much  fuller  on  this  head;  and  one  who 
would  settle  what  appearances  each  of  them  made  shoxdd 
go  to  the  medals  of  the  Koman  emperors.*  The  poets,  in 
feet,  speak  of  them  very  often  as  persons;  but  of  their 
attributes,  their  dress,  and  the  rest  of  their  figure  they 
generally  say  but  little." 

When  the  poet  personifies  abstractions,  they  are  suffi- 
ciently characterized  by  their  names  and  the  actions 
which  he  represents  them  as  performing. 

The  artist  does  not  command  these  means.  He  is  there- 
fore compelled  to  add  to  his  personified  abstractions  some 
emblems  by  which  they  may  oe  easily  recognised.  These 
emblems,  since  they  are  different  and  have  different  signi- 
fications, constitute  them  allegorical  figures. 

A  female  form,  with  a  bridle  in  her  hand ;  another,  lean- 
ing against  a  pillar,  are,  in  art,  allegorical  beings.  On 
the  contrary,  with  the  poets.  Temperance  and  Constancy 
are  not  allegorical  beings,  but  personified  abstractions* 

The  invention  of  these  emblems  was  forced  upon  artists 
by  necessity.  For  thus  only  can  they  make  it  understood 
what  this  or  that  figure  is  intended  to  signify.  But  why 
should  the  poet  allow  that  to  be  forced  upon  him  to  whic^ 
the  artists  have  only  been  driven  by  a  necessity,  in  which 
he  himself  has  no  share? 

What  causes  Spence  so  much  surprise  deserves  to  be 
prescribed,  as  a  general  law,  to  poets.  They  must  not 
convert  the  necessities  of  painting  into  a  part  of  their  own 
wealth.  They  must  not  look  upon  the  instruments  which 
art  has  invented  for  the  sake  of  following  poetry  as  per- 
fections of  which  they  have  any  cause  to  be  envious. 
When  an  artist  clothes  an  image  with  symbols,  he  exalts 

•  PolymotiB,  Dial  x.  p.  187.  *  Ihid.  p.  134. 
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a  mere  Btatne  to  a  higher  being.  Bui  if  the  poet  makes 
use  of  these  artistic  decorations,  he  degrades  a  higher 
being  into  a  puppet. 

As  this  rule  is  confirmed  by  the  practice  of  the  ancients, 
so  is  its  intentional  violation  the  favourite  fault  of  modem 
|K)etft.  All  their  imaginary  beings  appear  masqued,  and 
the  artists  who  are  most  familiar  witn  the  details  of  this 
masquerade  generally  understand  least  of  the  principal 
work,  viz.  how  to  make  their  beings  act,  and  act  in  such 
a  way  as  to  indicate  their  characters. 

Still,  among  the  attributes  with  which  the  artists 
characterize  their  abstractions,  there  is  a  class  which  is 
more  capable  and  more  deserving  of  being  adopted  by  the 
poets.  I  mean  those  which  possess  nothing  properly 
allegorical,  but  are  to  be  considered  less  as  emblems  than 
as  instruments,  of  which  the  beings  to  whom  they  are 
attributed,  should  they  be  called  upon  to  act  as  real 
persons,  would  or  could  make  use.  The  bridle  in  the 
hand  of  Temperance,  the  pillar  against  which  Constancy 
is  leaning,  are  entirely  allegorical,  and  therefore  of  no  use 
whatever  to  the  poet.  The  scales  in  the  hand  of  Justice 
are  somewhat  less  so  because  the  right  use  of  the  scales 
is  really  a  part  of  justice.  But  the  lyre  or  flute  in  the 
hand  of  a  Muse,  the  lance  in  the  hand  of  Mars,  the 
hammer  and  tongs  in  the  hands  of  Vulcan,  are  in  reality 
not  symbols,  but  simply  instruments,  without  which  these 
beings  could  not  produce  the  results  which  we  ascribe  to 
them.  Of  this  class  are  those  attributes  which  the  ancient 
poets  sometimes  introduce  in  their  descriptions,  and  which, 
on  that  account,  I  might,  in  contradistinction  to  the  alle- 
gorical, term  the  poetical.  The  latter  signify  the  thing 
itself^  the  former  only  something  similar  to  it.® 

*  In  the  picture  which  Horace  draws  of  Necessity,  and  which  is 
perhaps  the  richest  in  attributes  that  can  be  found  among  the  poets 

(Od.  L  35)— 

"Te  semper  anteit  ssBva  Necessitas; 
Clavos  trabales  et  cuneos  manu 
Gestans  ahenea ;  neo  severus 
Uncus  abest  liquidumque  plumbum," 

whether  we  take  the  nails,  the  clamps,  the  molten  lead,  for  means 
oi  firmly   securing  or   for   instruments   of  punishment,  they  must 
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CHAPTER  XI. 

Count  Oatlus    also    appears    to    desire    that  the    poet 
should    clothe    his    imaginary    beings  with    allegoiical 


\ 


alike  be  considered  as  belonging  to  the  class  of  poetical  rather  tium 
allegorical  attributes;  yet  there  are  too  many  of  them  eyen  when 
considered  as  such;  and  the  passage  is  one  of  the  coldest  in  Hbiaoe, 
Sanadon  says :  '*  J'ose  dire  que  ce  tableau,  pris  dans  le  detail,  sendt 
plus  beau  sur  la  toile  que  dans  une  ode  h^roique.  Je  ne  puis  souflEHr 
cet  attirail  patibulaire  de  clous,  de  coins,  de  crocs  et  de  plomb  fondu. 
J'ai  cru  en  devoir  d^charger  la  traduction  en  substituuit  lea  id^ 
gen^rales  aux  id^es  singuB^res.  G'est  dommage  que  le  Po^te  ait  ea 
besoin  de  ce  correctif."  Sanadon's  feeling  was  just  and  refined,  bat 
his  justification  of  it  is  based  upon  false  grounds.  The  paasaf^  is 
unpleasing,  not  because  the  attributes  made  use  of  are  an  **  attirail 
pKEttibulaire  "  (for  he  had  the  option  of  adopting  the  other  intezpreta- 
non,  and  tiius  changing  the  instruments  of  execution  into  the  umest 
cements  employed  in  building),  but  because  they  are  peooliaily 
addressed  to  the  eyes ;  and,  if  we  attempt  to  acquire  by  the  ear  con- 
ceptions which  would  be  naturally  conveyed  through  the  eyes^  a 
greater  effort  is  required,  while  the  ideas  themselves  are  incapable  of 
the  same  distinctness.  The  continuation  of  the  above-quoted  stanza 
in  Horace,  moreover,  reminds  me  of  a  few  mistakes  of  Spence,  whiohdo 
not  create  the  most  favourable  impression  of  the  accuracy  with  which 
he  has  weighed  the  passages  he  has  cited  &om  the  ancient  poets.  He 
is  n>eaking  of  the  figure  under  which  the  Romans  worshipped  SUth 
or  Honesty  (Dial.  z.  p.  145).  *'  The  Bomans  called  her  *  ^des ';  and 
when  they  called  her  *  Sola  Fides/  seem  to  mean  the  same  as  we  do  by 
the  words  *  downright  honesty.'  She  is  represented  with  an  erect,  open 
air,  and  with  nothing  but  a  thin  robe  on,  so  fine  that  one  might  see 
through  it.  Horace  therefore  caUs  her  thin-dressed  in  one  of  his  odes; 
and  transparent  in  another."  In  this  short  passage  there  are  not  less 
than  three  gross  mistakes.  Firstly,  it  is  false  that  sola  was  a  peonliar 
epithet  appUed  by  the  Bomans  to  the  goddess  Fides.  In  both  tiie 
passages  of  Livy,  which  he  quotes  to  prove  this  (lib.  i.  §  21,  lib.  iL 
§  3),  it  signifies  nothing  more  than  it  always  signifies,  viz.  '*  the  exclu- 
sion of  eveiything  else."  In  the  first  passage  the  soli  even  appears 
suspicious  to  the  critics,  and  is  sup^sed  to  have  crept  into  the  text 
through  a  &ult  of  transcription  occasioned  by  the  solenne,  which  stands 
next  it.  In  the  second  (quotation  Livy  is  spealdng,  not  of  Fides,  bat  of 
Innocentia.  Secondly,  it  is  stated  that  in  one  of  his  odes  (viz.  the  one 
above  mentioned,  lib.  i.  35)  Horace  has  bestowed  upon  Fides  ihi 
epithet  ••thin-dressed" : — 

<«  Te  Sp3s,  et  albo  rara  Fidea  colit 
Yelato  panno," 
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symbols.^  The  Oomit  miderstood  painting  far  better  than 
he  did  poetry. 

It  is  tnie  that  rarus  does  also  means  thin ;  bnt  here  it  simply  signifies 
"nre^"  iA  "  what  is  seldom  met  with,"  and  is  applied  to  Fides  herself, 
and  not  to  her  dress.  Spence  would  have  been  right,  had  the  poet 
said,  **  Fides  raro  velata  panno.*'  Thirdly,  Horace  is  said  in  another 
passage  to  call  Faith  or  Integrity  *' transparent,"  and  to  mean  the 
flame  as  when  we  say  (in  oar  professions  of  fidelity  and  honesty)  "  I 
wish  yoa  conld  see  into  my  breast,"  or  '*  I  wish  that  you  could  see 
through  me."  This  passage  is  the  following  line  of  the  eighteenth  ode 
of  the  first  book : — 

«  Arcanique  Fides  prodiga,  pellucidior  vitro." 

How  could  any  one  so  suffer  himself  to  be  misled  by  a  mere  word  ? 
Is  the  Ftdesaireani  prodiga.  Faithfulness,  or  is  it  not  rather  Faithless- 
ness ?  It  is  of  this  last  that  Horace  speaks  as  being  '*  as  transparent 
as  glassy"  because  she  exposes  to  every  gaze  the  secrets  that  have  been 
entmsted  to  her. 

*  Apollo  delivers  the  body  of  Sarpedon  purified  and  embalmed  to 
Death  and  Sleep,  to  carry  to  his  fiitherland  (II.  xvi.  681) : — 

n^fiirc  94  fuy  ro/urouriv  ifia  Kpaarvoun  ^iptaBai, 

CaylnB  reconmiends  this  idea  to  the  painter,  bnt  adds:  "H  est 
Gtcheux  qn'Hom^  ne  nous  ait  rien  laiss^  sur  les  attributs  qu'on 
ionuait  de  son  temps  au  Sommeil ;  nous  ne  oonnaissons,  pour  carac- 
t^riser  ce  Dieu,  que  son  action  m^e,  et  nous  le  couronnons  de  pavots. 
Oes  id^  sent  modemes ;  la  premiere  est  d'un  m^ocre  service,  maia 
ille  ne  pent  6tze  employ^  dans  le  cas  present,  oh  m&ne  les  fieurs  me 
aaroisaent  d^plac^es,  surtout  pour  une  figure  qui  groupe  avec  la  mort " 
iTableanz  ia4s  de  I'lliade,  de  TOdyssee  d'Hom^e  et  de  I'Enelde  do 
V'irgile,  avec  des  observations  g^n^rales  sur  le  Costume;  k  Paris^ 
L757-58).  This  is  requiring  of  Homer  one  of  those  trifling  ornaments 
^hich  are  most  strongly  opposed  to  the  grandeur  of  his  style.  The 
nost  ingenious  attributes  he  could  have  bestowed  on  Sleep  would  not 
lave  characterized  him  nearly  so  perfectly,  would  not  have  called  up 
n  us  nearly  so  lively  an  idea  of  him,  as  does  the  single  trait  by  which 
le  represents  him  as  the  twin  brother  of  Death.  Let  the  artist  but 
express  this  and  he  may  dispense  with  all  attributes.  The  ancient 
irtists  have,  in  fact,  represented  Death  and  Sleep  with  that  resem- 
)lance  between  the  two  which  is  naturally  expected  in  twins.  On  a 
sheet  of  cedar  wood  in  the  temple  of  Juno  at  Elis  they  were  carved  as 
wo  boys,  sleeping  in  the  arms  of  Night.  Only  the  one  was  white, 
?hile  the  other  was  black ;  the  one  slept,  the  other  appeared  to  sleep ; 
x)th  had  tiieir  feet  crossed ;  for  I  prefer  to  translate  the  words  of  Fau- 
lanias  (Eliac.  cap.  xviii.),  hiKponpovs  SifOTpaiifAdvovs  robs  WSas,  by 
his  ramer  than  by  •*  with  crooked  feet,"  or,  as  Gedoyn  has  rendered 
t  in  his  language,  '*les  pieds  contrefaits."  What  expression  would 
orooked  feet  have  here?    But  to  lie  with  the  feet  crossed  is  the 
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Yet,  in  the  work  in  which  he  expresses  this  desire,  I 
have  found  occasion  for  some  weightier  reflexions,  the 
most  important  of  which  I  now  notice,  in  order  to  afford 
it  a  maturer  consideration. 

The  artist,  according  to  the  Count's  view,  should  make 
]iimself  more  closely  acquainted  with  the  greatest  of 
descriptive  poets.  Homer — that  second  nature.  He  shows 
him  what  rich  and  hitherto  unemployed  materials  for  the 
most  excellent  pictures  the  story  written  by  the  Greek 
affords,  and  that  the  more  closely  he  adheres  even  to  the 
most  trifling  circumstances  mentioned  by  the  poet  the 
more  likely  he  is  to  succeed  in  the  execution  of  his  work. 

In  this  proposition,  the  two  kinds  of  imitation  which  I 
distinguished  above  are  again  confounded.  The  painter 
shall  not  only  represent  what  the  poet  has  represented, 
but  the  details  of  his  representation  shall  be  the  same. 
He  shall  make  use  of  the  poet,  not  only  as  a  relater,  but 
as  a  poet. 

But  why  ia  not  this  second  kind  of  imitation,  which  is 
so  degradmg  to  a  poet,  equally  so  to  an  artist  ?  If  a  series 
of  such  pictures  as  Count  Caylus  has  adduced  from  Homer 
had  existed  in  the  poet's  time,  and  we  knew  that  he  had 
derived  his  work  from  them,  would  he  not  be  immeasurably 
lowered  in  our  admiration?    How  then  does  it  happen 


ordinary  posture  of  sleepers,  and  is  exactly  the  attitude  of  Sleep  in 
Maffei  (Ilaccol.  pi.  151).  Modem  artists  have  entirely  abandoned  the 
resemblance  which  the  ancients  maintained  between  Sleep  and  Death ; 
and  it  has  become  their  general  custom  to  represent  Death  as  a  skele- 
ton, or  at  the  most  as  a  skeleton  clothed  with  skin.  Caylus's  first  duty 
was  to  advise  the  artist  whether  to  follow  the  ancient  or  modem  onstftm 
in  his  representation  of  Death.  Yet  he  appears  to  declare  himself  in 
favour  of  the  modern,  since  he  speaks  of  Death  as  a  flg^ure,  near  which 
another  crowned  with  flowers  could  not  well  be  grouped.  But  had  he 
considered  how  unsuited  the  modem  idea  of  Death  would  have  been 
to  an  Homeric  picture?  And  is  it  possible  that  its  repulsiYeness 
should  not  have  forced  itself  upon  him  ?  I  cannot  persuade  myself 
that  the  little  metal  figure  in  the  ducal  gallery  at  Florence  which 
represents  a  skeleton  lying  on  the  ground,  and  resting  one  of  its  arms 
on  an  nm  (Spence's  Polymetis,  tab.  xli.),  is  a  real  antique.  At  any 
rate  it  cannot  represent  Death,  because  the  ancients  represented  bim 
differently.  Even  their  poets  have  never  drawn  him  under. this  repul- 
sive form.  [Lessing  subsequently  wrote  an  essay  on  this  subject, 
which  will  be  found  in  this  volume,  p.  175. — Ed.] 
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that  we  withdraw  none  of  our  high  esteem  from  the 
artist,  when  he  really  does  nothing  more  than  express  the 
wards  of  the  poet  in  form  and  colour  ? 

The  following  seems  to  be  the  cause.  In  the  artist's 
case  the  execution  appears  to  be  more  difficult  than  the 
invention ;  in  the  poet's  this  is  reversed,  and  execution 
seems  easier  to  him  than  invention.  If  Virgil  had 
boTTOv^ed  the  connexion  of  Laokoon  and  his  children  by 
the  serpent-folds  from  the  group  of  statuary,  the  merit 
which  we  now  esteem  the  greater  and  more  difficult  of 
attainment  in  this  picture  of  his  would  at  once  fall  to  the 
sronnd,  and  only  the  more  trifling  one  be  left.  For  the 
first  creation  of  this  connexion  in  the  imagination  is  far 
greater  than  the  expression  of  it  in  words.  On  the  con- 
trary, had  the  artist  borrowed  this  connexion  from  the 
poet,  he  would  still  have  always  retained  sufficient  merit 
ia  our  eyes,  although  he  would  have  been  entirely  deprived 
of  the  credit  of  the  invention.  For  expression  in  marble 
is  fBur  more  difficult  than  expression  in  words ;  and,  when 
we  weigh  invention  and  representation  against  one  an- 
other, we  are  always  inclined  to  yield  to  the  master  on 
one  side,  just  as  much  as  we  think  we  have  received  in 
excess  on  the  other. 

There  are  even  cases  where  it. is  a  greater  merit  for 
artists  to  have  imitated  nature  through  the  medium  of  the 
imitation  of  the  poet,  than  without  it.  The  painter  who 
executes  a  beautiful  landscape  after  the  description  of  a 
Thomson  has  done  more  than  he  who  takes  it  directly 
from  nature.  This  latter  sees  his  original  before  him, 
while  the  former  must  exert  his  imagination  until  ho 
believes  he  has  it  before  him.  The  latter  produces  some- 
thing beautiful  from  a  lively  and  sensible  impression ;  the 
former  from  the  indefinite  and  weak  representation  of 
arbitrary  signs. 

But,  as  a  consequence  of  this  natural  readiness  in  us  to 
dispense  with  the  merit  of  invention  in  the  artist,  there 
arose  on  his  part  an  equally  natural  indifference  to  it. 
For,  when  we  saw  that  invention  could  not  be  his  strong 
point,  but  that  his  highest  merit  depended  on  execution, 
it  became  of  no  importance  to  him  whether  his  original 
matter  were  old  or  new,  used  once  or  a  thousand  times ; 
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whether  it  belonged  to  himself  or  another.  He  confined 
himself,  therefore,  within  the  narrow  circle  of  a  few  sub- 
jects, already  become  familiar  to  himself  and  the  public, 
and  expended  his  whole  inventive  power  upon  variations 
of  materials  already  known,  upon  fresh  combinationB  of 
old  objects.  That  is  in  fact  the  idea  which  most  of  the 
elementary  books  on  painting  attach  to  the  word  inven- 
tion; for,  although  they  divide  it  into  the  artistic  and 
poetical,  the  latter  does  not  extend  to  the  production  of 
objects  themselves,  but  is  solely  confined  to  arrangement 
and  expression.^  It  is  invention,  yet  not  the  invention  of 
a  whole,  but  of  single  parts,  and  of  their  position  in  respect 
to  one  another;  it  is  invention,  but  of  that  lower  kind 
which  Horace  recommends  to  his  tragic  poet  I 

"  Tuque 
Bectius  Hiacum  carmen  deducis  in  actus, 
Quam  si  proferres  ignota  indictaque  primus.'*  • 

Eecommends,  I  repeat,  not  enjoins.  Becommends  as  more 
easy,  convenient,  and  advantageous,  but  does  not  prescribe 
as  better  and  nobler  in  itself. 

In  fact,  the  poet  who  treats  a  well-known  story  or  a 
well-known  character,  has  already  made  considerable  pro- 
gress towards  his  object.  He  can  afibrd  to  pass  over  a 
hundred  cold  details,  which  would  otherwise  be  indis- 
pensable to  the  understanding  of  his  whole ;  and  the  more 
quickly  his  audience  comprehends  this,  the  sooner  their 
interest  will  be  awakened.  This  advantage  the  painter 
also  enjoys,  when  his  subject  is  not  new  to  us,  and  we 
recognize,  at  the  first  glance,  the  intention  and  meaning 
of  his  whole  composition ;  at  once  not  only  see  that  his 
characters  are  speaking,  but  hear  what  they  are  saying. 
The  most  important  efiect  depends  on  the  first  ghiruce, 
and,  if  this  involves  us  in  laborious  thought  and  reflexion, 
our  longing  to  have  our  feelings  roused  cools  down,  and, 
in  order  to  avenge  ourselves  on  the  unintelligible  artist, 
we  harden  ourselves  against  the  expression,  and  woe  to 
him  if  he  has  sacrificed  beauty  to  expression.  We  find 
in  that  ca?3  nothing  to  induce  us  to  linger  before  his  work. 

'  Betrachtungen  u.  die  Malerei,  p.  159. 
»  Are  Poetica,  128. 
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hat  we  see  does  not  please  us ;  and  what  to  think  mean- 
hile  we  do  not  know. 

Let  US  now  consider  together,  firstly,  That  invention  and 
wiiy  in  his  subjects  are  far  from  being  the  principal  things 
i  look  for  in  an  artist;  secondly,  That  a  familiar  subject 
rihers  and  renders  more  easy  the  effect  of  his  art.  And  I 
ink  that  we  shall  not  look,  with  Connt  Caylns,  for  the 
sasons  why  the  artist  so  seldom  determines  upon  a  new 
ihject,  either  in  his  indolence,  in  his  ignorance,  or  in  the 
ifficulty  of  the  mechanical  part  of  his  art,  which  demands 
1  his  industry  and  all  his  time ;  but  we  shall  find  them 
lore  deeply  foimded,  and  shall  perhaps  be  inclined  to 
raise  as  an  act  of  self-restraint,  wise,  and  usefal  to 
nrselyes,  what  at  first  sight  appeared  limitation  of  art, 
od  curtailment  of  our  pleasure.  I  do  not  fear  that 
jcperience  will  contradict  me;  the  painters  will  thank 
ae  Count  for  his  good  intentions,  but  will  scarcely  make 
ich  general  use  of  him  as  he  seems  to  expect.  But  even 
•  they  should,  still  in  another  hundred  years  a  fresh 
'aylus  would  be  necessary  to  bring  the  ancient  subjects 
^ain  into  remembrance,  and  lead  back  the  artist  into  that 
eld  where  others  before  him  had  already  gathered  such 
ndying  laurels.  Or  do  we  desiye  that  the  public  should 
3  as  learned  as  is  the  connoisseur  from  his  books,  that 
should  be  acquainted  and  familiar  with  every  scene  of 
story  and  of  fable  which  can  yield  a  beautiful  picture  ? 
quite  allow  that  the  artists  would  have  done  better  if, 
ace  the  time  of  Kaphael,  they  had  made  Homer  their 
xt-book  instead  of  Ovid.  But  since  it  has  happened 
herwise,  let  them  not  attempt  to  divert  the  public  from 
J  old  track,  nor  surround  its  enjoyment  with  greater 
fficulties  than  those  which  enjoyment  must  have  in 
der  to  be  what  it  is  supposed  to  be. 
Protogenes  painted  the  mother  of  Aristotle.  I  do  not 
low  how  much  the  philosopher  paid  him  for  the  portrait, 
at  whether  it  was  instead  of  payment,  or  in  addition  to 
,  he  imparted  to  him  a  piece  of  advice  more  valuable 
Lan  the  price  itself.  For  I  cannot  imagine  that  it  could 
ive  been  intended  for  mere  flattery,  but  believe  that  it 
as  out  of  an  especial  regard  to  that  necessity  of  art, 
imely  of  being  intelligible  to  all,  that  he  counselled 
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him  to  paint  tho  exploits  of  Alexander ;  exploits  with  the 
fame  of  which,  at  that  time,  the  whole  world  was  ringing ; 
and  which  he  could  well  foresee  would  never  be  erased 
from  the  memory  of  future  generations.  But  Protogenes 
had  not  sufficient  steadiness  to  act  upon  this  advice. 
"  Impetus  animi,"  says  Pliny,  "  et  quasdam  artis  libido."  * 
Too  great  a  buoyancy  of  spirits  (as  it  were)  in  art  and  a 
kind  of  craving  after  the  curious  and  unknown,  impelled 
him  towards  an  entirely  different  class  of  subjects.  He 
chose  rather  to  paint  the  story  of  an  lalysus,**  or  a 
Kydippe;  and,  in  consequence,  we  can  no  longer  even 
guess  what  they  represented. 

*  Plinius,  XXXV.  36,  20. 

^  Eichaidson  mentions  this  piece,  when  he  wishes  to  illostrate  the 
rule  that  in  a  painting  nothing,  however  excellent  in  itself,  shoiUd  be 
allowed  to  distract  the  attention  of  the  spectator  from  the  principal 
figure.  **  Protogenes,"  he  says,  **  had  introduced  a  partridge  into  his 
famous  painting  of  lalysus,  and  had  delineated  it  with  so  mnoh  skill 
that  it  seemed  to  be  alive,  and  was  the  admiration  of  all  Greece. 
Since,  however,  he  saw  that  it  attracted  all  ^es,  to  the  prejudice  of 
the  main  figure  in  the  piece,  he  completely  effaced  it."  (Traits  de  la 
Peinture,  t.  i.  p.  46.)  Eichardson  is  mistaken.  This  partridge  was 
not  in  the  lalysus,  but  in  another  painting  of  Protogenes,  whidi 
was  called  the  reposing  or  the  idle  satyr,  ^drvpos  waitav6fji€vo5.  I 
should  scarcely  have  noticed  this  error,  wmch  has  arisen  from  a  passage 
of  Pliny  being  misunderstood,  had  not  I  found  the  same  mistake  in 
Meursius :  "  In  eadem  tabula,  scilicet  in  qua  lalysus,  Satyrus  erat, 
quem  dicebant  Anapauomenon,  tibias  tenens  "  (Bhodi,  lib.  i.  cap.  xiv. 
p.  38).  Something  of  the  kind  is  found  in  Winckelmann  also  (On  the 
Imitation  of  the  Greek  pieces  in  Painting  and  Sculpture,  p.  56). 
Strabo  is  the  only  authorily  on  which  this  story  of  the  partridge  rests, 
and  he  expressly  distinguishes  between  the  picture  of  lalysus  and  that 
of  the  satyr  leaning  against  a  pillar,  upon  which  the  partridge  sat 
(lib.  xiv.  p.  750,  edit.  Xyl).  Meursius.  Richardson,  and  Winckelmann 
have  all  misunderstood  the  passage  of  Pliny  (lib.  xxxv.  §  86),  because 
tlicy  paid  no  attention  to  the  fact  that  two  distinct  pictures  are  spoken 
of ;  one,  on  account  of  which  Demetrius  did  not  conquer  a  town  because 
ho  would  not  assault  the  place  where  it  was ;  another  which  Proto- 
genes painted  during  this  siege.  The  first  was  the  lalysus,  the  seoond 
the  satvr. 
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CHAPTEB  XII. 

HoxEB  elaborates  two  kinds  of  beings  and  actions, 
visible  and  invisible.  TJiis  distinction  cannot  be  indicated 
Ify  painting :  in  it  everything  is  visible,  and  visible  in 
Irat  one  way. 

When,  therefore,  Count  Caylus  continues  the  pictures 
of  invisible  actions  in  an  unbroken  series  with  those  of 
the  visible;  and  when,  in  pictures  of  mixed  actions,  in 
which  both  visible  and  invisible  beings  take  part,  he  does 
not,  and  perhaps  cannot,  specify  how  these  last  (which  wo 
wily  who  are  contemplating  the  picture  ought  to  see  in 
it)  are  to  be  introduced,  so  that  the  persons  in  the 
painting  itself  should  not  see  them,  or  at  least  should  not 
appear  as  if  they  necessarily  did  so — when,  I  say,  Caylus 
does  this,  the  whole  series,  as  well  as  many  single  pieces, 
necessaiily  becomes  in  the  highest  degree  confused,  incom- 
prehensible, and  contradictory. 

Still,  ultimately,  it  would  be  possible,  with  book  in 
hand,  to  remedy  this  fault :  only  the  worst  of  it  is  this  : 
when  painting  wipes  away  the  distinction  between  visible 
f  and  invisible  beings,  it  at  the  same  time  destroys  all  those 
characteristic  traits  by  which  the  latter  and  higher  order 
is  elevated  above  the  former  and  lower. 

For  instance,  when  the  gods,  after  disputing  over  the 
destiny  of  the  Trojans,  at  length  appeal  to  arms,  the 
whole  of  this  contest,  according  to  the  poet,^  is  waged 
invisibly;  and  this  invisibility  permits  the  imagination 
to  magnify  the  scene,  and  allows  it  free  scope  to  fancy 
the  persons  and  actions  of  the  gods,  as  great  and  as  far 
exalted  above  those  of  ordinary  humanity  as  ever  it  will. 
But  painting  must  adopt  a  visible  scene,  the  various 
necessary  parts  of  which  become  the  standard  for  tlie 
persons  who  take  part  in  it :  this  standard  the  eye  has 
ready  at  hand,  and  by  its  want  of  proportion  to  the 
higher  beings,  these  last,  which  in  the  poet  were  great, 
upon  the  artist's  canvas  become  monsters. 

Minerva,  against  whom,  in  this  contest.  Mars  assays 

>  Iliad,  xxi.  385. 
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tlio  first  assault,  steps  backwards,  and,  T/ith  mighty  hand, 
seizes  from  the  ground  a  large,  black,  rough  stone,  which 
in  olden  times  the  imited  hands  of  men  had  rolled  there 
for  a  landmark. — Iliad,  xxi,  403. 

^  ?  ava)(aj(ra'afi€irrj  XCOov  ctXero  y^ipl  ira\uitjf 
KtifJievov  €V  ?rc8(!<^,  fiiXava,  Tfyqyyv  tc,  fieyav  t^ 
rov  p    SvSpes  irporepoi  Oia-av^  ifjifxeycu  o^pov  dpavpti^ 

In  order  folly  to  realize  the  size  of  this  stone,  we  must 
recollect  that,  though  Homer  describes  his  heroes  as 
being  as  strong  again  as  the  strongest  men  of  his  own 
time,  he  tells  us  that  even  they  were  still  farther  sur- 
passed by  the  men  whom  Nestor  had  known  in  his  youth. 
Lw,  I  isk,  if  Mmerva  hurls  a  stone  which  no  Wgk 
man,  even  of  the  yoimger  days  of  Nestor,  could  set  up 
for  a  landmark — ^if,  I  ask,  Minerva  hurls  such  a  stone  as 
this  at  Mars,  of  what  stature  ought  the  goddess  herself  to 
be  represented?  If  her  stature  is  proportioned  to  the 
size  of  the  stone,  the  marvellous  disappears  at  once.  A 
man  who  is  three  times  the  size  that  I  am  naturally  can 
hurl  a  stone  three  times  as  great  as  I  can.  On  the  other 
hand,  should  the  stature  of  the  goddess  not  be  propor- 
tionate to  the  size  of  the  stone,  there  arises  in  the 
painting  an  evident  improbabiHty,  the  offensiveness  of 
which  will  not  be  removed  by  the  cold  reflexion  that  a 
goddess  must  be  possessed  of  superhuman  strength. 
\Vhere  I  see  a  greater  eflfect,  there  I  expect  to  see  more 
powerful  causes. 

And  Mars,  overthrown  by  this  mighty  stone — 

covered  seven  hides.  It  is  impossible  for  the  painter  to 
invest  the  god  with  this  extraordinary  size ;  but,  if  he 
does  not,  then  it  is  not  Mars  who  is  lying  on  the 
aground ;  at  least,  not  the  Mars  of  Homer,  but  a  common 
warrior.^ 

'  Quintus  Galaber  in  his  12th  book  (yv.  158-185)  has  imitated  this 
invisible  contest  of  the  gods  with  the  manifest  intention  of  impioyinff 
upon  his  model.  The  grammarian,  for  instance,  seems  to  have  found 
it  unseemly  that  a  god  should  be  struck  to  the  ground  with  a  stone. 
Accordingly,  though  he  represents  the  gods  as  hurling  against  one 
another  great  masses  of  rook,  torn  from  Mount  Ida,  these  rocks  an 
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»iigijiiis  says  that  he  often  felt  that  Homer  appeared 
dse  his  men  to  gods,  and  reduce  his  gods  to  men. 
ting  effects  this  reduction.    In  it  everything  that  in 

poet  raises  the  gods  above  god-like  men  utterly 
shes.  The  strength,  size,  and  swiftness,  of  which 
er  always  bestowed  upon  his  deities  a  much  higher 
more  extraordinary  degree  than  he  attributes  to  his 

eminent  heroes,^  must  sink,  in  the  painting,  to  the 


?ed  agaiost  the  limbs  of  the  gods,  and  scattered^  as  sand,  around 

.         .         .         .         .         .         of  Se  Ko\<&va5 

X^ptflf  ii>Tropp^^avT€S  iir*  oH^eos  'l^aioio 
fidKXoy  iir'  &XA^Xovs*  at  8^  i^ajJuiBoun  Zfxoiax 
^6ia  HuiTKiSvavro  $€<av  irepl  8'  ftcrxcra  yvut 
fniyvifi^va  5iA  rirBa        .... 

tificial  refinement,  which  is  the  destruction  of  the  main  subject, 
ghtens  our  conceptions  of  the  bodies  of  the  gods,  but  makes  the 
>n8  which  they  employ  against  one  another  ridiculous.  If  gods 
[tones  at  one  another,  these  stones  must  be  capable  of  injuring 
>ds,  or  we  appear  to  see  a  troop  of  mischievous  boys  pelting  one 
er  with  lumps  of  earth.  Here,  therefore,  as  ever,  old  Homer 
s  the  wisest,  and  all  the  censure  with  which  cold  critics  have 
3d  him,  all  the  rivalry  in  which  lesser  geniuses  have  engaged 
liim,  serve  only  to  set  his  wisdom  in  its  happiest  light.  Mean- 
I  do  not  deny  that  Quintus's  description  contains  some  excellent 
riginal  features,  but  they  are  such  as  become  the  stormy  fire  of  a 
n  poet  rather  than  the  modest  greatness  of  Homer.  The  cry  of 
^ds,  for  instance,  the  sound  of  which  ascends  to  the  heights  of 
n,  and  pierces  to  the  lowest  depths  of  the  earth,  which  shakes 
lently  the  mountain,  and  the  town,  and  the  fieet,  but  is  not  heard 
n,  seems  to  me  a  very  significant  stroke.  The  cry  was  so  loud 
the  diminutive  organs  of  human  hearing  were  incapable  of 
ingit. 

o  one  who  has  even  cursorily  read  Homer  will  question  this  as- 
a  as  far  as  regards  strength  and  speed.  It  may  be,  however, 
he  reader  will  not  recollect  at  once  the  examples  from  which  it  is 
that  the  poet  also  attributed  to  his  divinities  a  size  of  body 
L  far  surpasses  all  human  dimensions.  The  proofs  I  bring  of  this 
dition  to  the  passage,  quoted  above,  where  Mars  is  described  as 
ing  seven  hides  of  land)  are  the  helmet  of  Minerva — 

cvv4riu  ,  .  .  ^Kurhv  it6\€(av  vpvXUo'a'  apapv7av,  Iliad,  v.  744) 

oh  was  large  enough  to  cover  as  many  troops  as  a  hundred  cities 
bring  into  the  field  ;  the  stride  of  Neptune  (Iliad,  xiii.  20) ;  and 
assage,  in  the  description  of  the  shield,  which  I  consider  the 
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common  level  of  humanity ;  and  Jupiter  and  Agamemi 
Apollo  and  Achilles,  Ajax  and  Mars,  become  exactly- 
same  beings,  and  can  be  recognized  by  nothing  but  tl 
outward  conventional  symbols. 

The  means  used  by  painters  of  giving  us  to  um 
stand  that  this  or  that  object  in  their  compositions  n 
be  considered  as  invisible  is  a  thin  cloud,  with  wl 
they  surround  it  on  the  side  that  is  turned  towards 
other  persons  in  the  scene.  This  cloud  appears  to  be  1 
rowed  from  Homer.  For  if,  in  the  tumult  of  the  fij 
one  of  the  more  important  heroes  falls  into  a  dan 
from  which  none  but  divine  power  can  save  him,  the  j 
represents  him  as  being  enveloped  by  the  rescu 
divinity  in  a  thick  cloud,  or  in  night,  and  so  carried  o 
as  Paris  is  by  Venus,*  Idaeus  by  Neptune,^  and  Hectoi 
Apollo.®  And  Caylus,  when  he  designs  paintings  of  s 
occurrences,  never  fails  to  recommend  to  the  artist 
introduction  of  this  mist  and  cloud.  Yet  surely  ii 
manifest  to  all  that  in  the  poet  concealment  in  mist 


most  conclusive  proot  all,  where  Mars  and  Minerva  head  the  troo] 
the  beleaguered  town  (Iliad,  xviii.  516) : — 

'Hpxc  5*  &P<t  <^<t>"^  "Apris  Kcd  IlaWiis  *A0i}ny, 
&lx<l>(o  xpvo'6^w,  ^{ktcm  8^  fXfiara  fff$r}v, 
Ka\&>  Kal  /AcydKa  ffhv  Tetix^cTii',  &s  re  6€(lo  ircp, 
iifi<l>U  &piC'^A.ctf  *  \aol  H*  viro\i(ov€5  ^ffav' 

Even  the  commentators  on  Homer,  ancient  as  well  as  modem,  hav( 
been  sufficiently  careful  to  bear  in  mind  the  extraordinary  dimenf 
here  attributed  to  the  gods;  as  may  be  gathered  from  the  modifical 
which  they  seem  to  feel  they  are  bound  to  introduce  into  their  rem 
upon  the  size  of  Minerva's  helmet  (v.  the  notes  on  the  above-qu 
passage  in  the  edition  of  Clarke  and  Emesti).  But  the  loss  of 
sublime  which  we  incur  by  never  thinking  of  the  Homeric  de 
except  as  the  beings  of  ordinary  size  which  they  are  generally  represe 
on  canvas,  is  beyond  all  computation.  Painting,  it  is  true,  cannc 
allowed  to  represent  the  gods  as  of  this  extraordinary  size,  but  sculp 
may  in  a  certain  measure;  and  I  am  convinced  that  the  an< 
masters  are  indebted  to  Homer  both  for  the  forms  of  their  gods  g 
rally,  and  also  for  that  colossal  size  which  they  sometimes  be 
upon  them  in  their  statues  (Herodot.  lib.  ii.  p.  130,  edit.  Wessel) 
reserve  for  another  place  some  especial  remarks  upon  the  colossa 
well  as  the  reasons  I  assign  for  its  producing  so  powerful  an  effe< 
sculpture,  but  none  at  all  in  painting.  *  Iliad,  iii. 

*  [Ox  rather,  by  Vvlcan.— Ed.]  see  Iliad,  v.  2a  «  Ibid,  xx. 
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night  is  nothing  more  than  a  poetical  expression  for  ren- 
dering invisible.  I  have  always,  therefore,  been  aston- 
ished to  find  this  poetical  expression  realized,  and  an 
actnal  cloud  introduced  into  the  painting,  behind  which, 
as  behind  a  Spanish  cloak,  the  hero  stands  concealed  from 
his  enemy.  Such  was  not  the  intention  of  the  poet.  It 
is  stepping  beyond  the  limits  of  painting.  For  the  cloud 
is  here  a  real  hieroglyphic,  a  mere  symbolical  token, 
which  does  not  make  the  rescued  hero  invisible,  but  says 
to  the  beholders.  You  must  represent  him  to  yourself  as 
invisible.  It  is  here  no  better  than  the  labels  with 
inscriptions  which  are  placed  in  the  mouths  of  the  figures 
in  old  Gothic  paintings. 

It  is  true  that  when  Hector  is  being  carried  off  by 
Apollo,   Homer    represents    Achilles    as    making    three 
thrusts  with  his  lance  into  the  thick  mist  at  him — rpU 
8*  rjifM  TVif/e  I3a6€uivj      But  in  the  language  of  the  poet 
this  means  nothing  more  than  that  Achilles  had  become 
80  furious  that  he  made  three  thrusts  with  his  lance 
before  he  perceived  that  his  enemy  was  no  longer  in  his 
presence.     Achilles  saw  no  actual  mist;  and  the  power 
which  the  gods  possessed  of  rendering  the  objects  of  their 
protection  invisible  lay  not  in  a  mist,  but  in  the  rapidity 
with   which  they  bore  them  away.      But  in  order  to 
express,  at  the  same  time,  that  this  abduction  was  per- 
formed with  such  celerity  that  no  hxmian  eye  could  follow 
the  body  so  disappearing,  the  poet  previously  conceals  it 
in  a  mist.     Not  that  a  mist  appeared  in  the  place  of  the 
body  which  had  been  carried  off,  but  because  we  think  of 
what  is  enveloped  in  a  mist  as  invisible.     Accordingly, 
Homer    sometimes    inverts    the    case,    and,    instead    of 
describing  the  object  as  rendered  invisible,  makes  the 
subject  struck  with  blindness.      Thus  Neptune  darkens 
tho  eyes  of  Achilles  when  he  rescues  -^neas   from  his 
murderous  hand,  and,  snatching  him  out  of  the  midst  of 
the  melee,  j)laces  him  at  once  in  the  rear.^     In  fact,  how- 
ever, the  eyes  of  Achilles  are  here  no  more  blinded  than, 
in  the  former  passage,  the  rescued  heroes  were  concealed 
in  a  cloud.     But  in  both  cases  the  poet  has  made  these 

'  niad,  XX.  446.  •  Ibid.  321. 

Q  2 
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additions  in  order  to  render  more  palpable  to  our  senses 
that  extreme  swiftness  of  disappearance  which  we  call 
vanishing. 

But  painters  have  appropriated  the  Homeric  mist,  not 
only  in  those  cases  where  Homer  has  himself  used  it,  viz. 
when  persons  become  invisible,  or  disappear ;  but  also  in 
all  those  where  it  is  intended  that  the  spectator  should 
be  able  to 'perceive,  in  a  painting,  anything,  which  the 
characters  themselves,  either  all  or  part  of  thepi,  cannot 
see.  Minerva  was  visible  to  Achilles  alone  when  she 
prevented  him  fiK)m  coming  to  actual  blows  with  Aga- 
memnon. I  know  no  other  way,  says  Caylus,  to  express 
this  than  by  concealing  her,  on  the  side  nearest  to  the 
rest  of  the  council,  by  a  cloud.  This  is  in  complete 
opposition  to  the  spirit  of  the  poet.  Invisibility  is  the 
natural  condition  of  his  divinities.  There  was  needed  no 
dazzling  to  render  them  invisible — ^no  cutting  off  of  the 
ordinary  beams  of  light ;»  while,  on  the  contrary,  to 
render  them  visible,  an  enlightenment  and  enlargement 

^  It  is  tme  that  Homer  makes  also  divinities  conceal  themselyes  now 
and  then  in  a  cloud,  but  it  is  only  when  they  wish  to  escape  the  obser- 
vation of  their  fellow-deities ;  e,g,  Iliad,  xiv.  282,  where  Juno  and 
Sleep,  ^ipa  iffo-afiivto,  go  together  to  Mount  Ida ;  the  cunning  goddess 
had  every  reason  for  concealing  herself  from  Venus,  who  had  lent  her  her 
girdle  only  on  the  pretext  of  making  a  very  different  expedition.  In 
the  same  book  (v.  348)  a  golden  cloud  is  required  for  the  concealment 
of  the  love-intoxicated  Jupiter  and  his  spouse,  to  overcome  her  chaste 
reluctance. 

irws  K*  fot,  cY  ris  v&X  6ewv  cuciyeverdav 
c08orr'  hOp^ffeie ;         «         .         .         . 

Juno  was  not  afraid  of  being  seen  by  men  but  by  gods.  And  because 
Homer,  some  lines  after,  m&es  Jupiter  say — 

*'Hpi7,  ju^Tc  OtQv  r6y€  ScfStOi,  fi'fire  rii^  &v8fwy, 
6\p€ff6ai*  roi6v  roi  iyif  y4<po5  ifitpucaX^to 

^it  does  not  follow  that  this  cloud  would  have  been  required  just  to 
conceal  them  &om  the  eyes  of  men.  All  he  meant  to  say  was,  that, 
protected  by  it,  his  wife  would  be  as  invisible  to  the  eyes  of  the  gods 
as  she  always  was  to  those  of  men.  So  also  when  Minerva  puts  Pluto's 
helmet  upon  her  head  (Iliad,  v.  845),  which  had  the  same  effect  as 
enveloping  herself  in  a  cloud,  she  does  it,  not  that  she  may  be  hidden 
from  me  Trojans,  who  either  did  not  behold  her  at  all  or  saw  her 
under  the  form  of  Sthenelus,  but  simply  that  she  may  not  be  recog- 
nized by  Mars. 
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mortal  vision  was  required.  Thus  it  is  not  enough 
tt  in  painting  the  cloud  is  an  arbitrary  and  not  a 
iniral  sign;  this  arbitrary  symbol  has  not  even  the 
gle,  definite  meaning  which,  as  such,  it  could  have; 
it  is  used  indiscriminately,  either  to  represent  the 
ible  as  invisible,  or  the  invisible  as  visible. 


CHAPTEB  XHL 

Homer's  works  were  entirely  lost,  and  nothing 
lained  to  us  of  the  Iliad  and  Odyssey  but  a  series  of 
ntings  from  them  similar  to  those  of  which  Caylus 
)  sketched  the  outlines,  should  we  be  able,  from  these 
tures — and  they  must  be  from  the  hand  of  the  most 
omplished  master — ^to  form  the  idea  we  now  possess,  I 
not  say,  of  the  whole  poet,  but  merely  of  his  descrip- 
e  talent  ? 

jet  us  put  it  to  the  test  with  the  first  piece  we  chance 
>n.     Suppose  it  is  the  painting  of  the  plague.^     What 

we  see  upon  the  artist's  canvas?  Dead  corpses, 
TiiTig  funeral  piles,  the  dying  busied  with  the  dead, 
ile  the  angered  god  is  seated  upon  a  cloud,  discharging 

arrows.  The  greatest  richness  of  this  painting  is 
rerty  in  the  poet.  For,  if  we  were  to  restore  Homer 
m  it,  what  could  we  make  him  say?  "Hereupon 
oUo  grew  angry,  and  shot  his  arrows  among  the  army 
the  Greeks.  Many  Greeks  died,  and  their  bodies  were 
sumed."    Now  let  us  read  Homer  himself: — 

pi]    8c    KttT*    OvXvfJLTTOLO    KOprjvOiV    ;((l)0/X,€VOS    KYJp, 

TO^'  wfJLOUTLV  €;(0)v,  afjL<fyr)p€<j>ia  t€  (JMperfrrjv* 
€KkayioLV  8*  a/)'  oCarol  ctt*  wfitav  )((aofJL€voiOj 

aVTOV    KLV7j6cVTOS,       O    8     ^t€    WKtI    C01K(09* 
€4€T     CTTCtT      aTraV€VU€    V€iaVy    fJL€Ta    0     LOV    €YJK€V 

ScLvrj  Sk  K\ayyrj  yever    apyvp€Oto  /3loio, 
ovprja^  fJLfV  TTpSiTOV  €7ria\€T0,  Kol  Kwaf  apyovT 
avTCLp  eireiT    avTOtcrt  )3e\os  ixeirevKh  €<^t€is 
)8aXX**  at€t  8c  irvpal  V€kvo}v  koCovto  ^a/Aciai. 
B  poet  is  as  far  above  the  painter  as  life  is  above 

»  Hiad,  i.  44-53.    Tableaux  tir^s  de  I'lliade,  p.  70. 
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the  painting.  Angered,  armed  with  bow  and  quiver, 
ApoUo  descends  from  the  peaks  of  Olympiw.  I  not 
only  see  him  coming  down,  I  hear  Mm.  At  every 
step  of  the  indignant  god  the  arrows  rattle  upon 
his  shoulders.  He  strides  on,  like  the  night;  now 
he  sits  over  against  the  ships,  and  lets  fly — ^fearfully 
clangs  the  silver  bow — ^his  first  arrow  at  the  mules  and 
the  hounds.  Next,  with  his  more  poisonous  dart,  he 
strikes  the  men  themselves;  and  the  funeral  piles  with 
their  dead  are  everywhere  ceaselessly  blazing.  The 
musical  picture,  which  the  words  of  the  poet  at  the  same 
time  present,  cannot  be  translated  into  another  language. 
It  is  equally  impossible  even  to  guess  it  from  the  material 
painting,  although  this  is  the  least  superiority  whioh  the 
poetical  description  has  over  the  latter.  The  principal 
one  is  this,  that  the  poet  conducts  us  to  his  last  soene,  the 
only  part  of  his  description  which  the  material  painting 
exhibits,  through  a  whole  gallery  of  pictures. 

But  perhaps  the  plague  is  not  an  advantageous  subject 
for  painting.  Here  is  another,  which  possesses  a  greater 
charm  for  the  eyes — the  gods  in  council  drinking.^  An 
open,  golden  palace ;  arbitrary  groups  of  the  most  beauti- 
ful and  adorable  forms,  cup  in  hand,  unto  whom  Hebe, 
eternal  youth,  is  ministering.  What  architecture,  what 
masses  of  light  and  shade,  what  contrasts,  what  variety 
of  expression  I  Where  am  I  to  begin,  and  where  to  oease, 
feasting  my  eyes  ?  If  the  painter  thus  charms  me,  how 
much  more  will  the  poet?  I  open  him,  and  I  find — 
myself  deceived.  I  find  four  good  but  simple  verses, 
which  might  serve  very  well  for  a  motto  beneath  a  paint- 
ing ;  but  which,  though  they  contain  the  materials  for  a 
picture,  are  no  picture  themselves. 

01  8€  ^€01  Trap  Zrjvl  KaOrnievoi  rjyopotavro 
Xpvcr€<^  lu  Sairi^  /xera  Sc  a-ffiUTi  irorvia  *^Pyf 
vcfCTop  if^vo^oec  rot  Bk  ^(pvo'ioLS  Beirdeao'iv 
SciSej^ar*  dL\Xi^Xovs,  Tpwtav  ttoXlv  €t(ropda)VT€s* 

An  Apollonius,  or  a  still  more  indifferent  poet,  could  have 
said  this  as  well ;  and  Homer  here  remains  as  far  below 
the  artist  as  the  artist  fell  short  of  him. 

»  Hiad,  iv.  1-4.    Tableaux  lire's  de  I'Diade.  p.  30. 
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,  except  in  these  four  lines,  Caylos  cannot  find  a 
picture  in  the  whole  fourth  book  of  the  Iliad, 
ever  greatly,"  says  he,  "  the  fourth  book  is  distin- 
d  by  the  numerous  exhortations  to  the  combat^  by 
)nndance  of  brilliant  and  strongly  marked  charac- 
nd  by  the  art  with  which  the  poet  brings  before  us 
altitude  which  he  is  about  to  set  in  motion,  yet  it 
»  useless  for  the  purposes  of  the  jartist."  He  might 
idded,  **  However  rich  it  is  in  everything,  that  is 

0  constitute  a  poetical  picture."  Such  pictures,  in 
'■,  occur  in  greater  frequency  and  perfection  through- 
le  fourth  book  than  in  any  other.    Where  is  to  be 

a  more  elaborate  or  a  more  illusive  description 
that  of  Pandarus,  when,  at  the  instigation  of 
v^a,  he  violates  the  trace,  and  discharges  his  arrow 
nelaus  ?  Than  that  of  the  advance  of  the  Grecian 
'  Than  that  of  the  mutual  charge  ?  Than  that  of 
ed  of  Ulysses,  by  which  he  takes  vengeance  for  the 
of  his  friend  Leucus  ? 

what  conclusion  is  to  be  drawn  from  this ;  that  not 
of  the  most  beautiful  descriptions  of  Homer  furnish 
jture  for  the  artist?  that  the  artist  can  derive 
Bs  from  him,  where  he  himself  has  none?  that 
which  he  has,  and  the  artist  can  use,  would  be  but 
e  descriptions  if  they  showed  us  no  more  than  the 
does  ?  what  else  but  a  negative  answer  to  the  ques- 
:  asked  above?  that  from  material  paintings,   of 

the  poems  of  Homer  furnish  the  subjects,  even 

1  they  were  ever  so  numerous,  or  ever  so  excellent, 
1  come  to  no  decision  upon  the  descriptive  talents 
poet. 


CHAPTEB  XIV. 

f  this  be  the  case,  and  if  a  poem  may  be  very 
3tive  of  pictures,  and  still  not  be  descriptive  itself, 
on  the  contrary,  another  may  be  highly  descriptive 
3t  yield  little  to  the  artist,  there  is  an  end  of  the 
of  Count  Caylus;  which  would  make  usefulness 
)   painter  the  touchstone  of  poets,  and  allot  them 
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their  rank  according  to  the  number  of  pictures  which 
they  offer  the  artist.^ 

Far  be  it  from  us,  even  by  our  silence,  to  suffer  this 
theory  to  obtain  the  appearance  of  an  esfcablished  law. 
Milton  would  be  the  first  to  fall  an  innoceiit  victiia  to  it. 
For  it  appears  that  the  contemptuous  judgment  which 
Caylus  expresses  of  him  should  really  be  considered  less 
as  the  national  taste  than  as  a  consequence  of  his  assumed 
inile.  The  loss  of  sight,  he  says,  is  probably  the  strongest 
point  of  similarity  between  Milton  and  Homer.  It  is 
true  Milton  cannot  fill  picture-galleries.  But  if  the 
sphere  of  my  bodily  eyes,  so  long  as  I  enjoy  them,  must 
needs  also  be  that  of  my  inner  eye,  I  would  consider  the 
loss  of  them  a  gain  indeed,  inasmuch  I  should  thereby 
be  freed  from  this  limitation. 

"  Paradise  Lost "  is  not  less  the  first  epic  after  Homer 
because  it  offers  but  few  subjects  for  painting,  than  the 
history  of  the  Passion  of  Christ  becomes  a  poem  because 
we  can  scarcely  set  the  point  of  a  pin  upon  it  without 
lighting  on  some  passage  which  has  csmed  forth  the 
exertions  of  a  number  of  the  greatest  masters.  The 
Evangelists  recount  the  fact  with  the  barest  possible 
simplicity,  and  the  artist  makes  use  of  its  numerous  parts 
without  their  having  shown,  on  their  side,  the  slightest 
spark  of  artistic  genius  in  relating  it.  There  are  facts 
picturable  and  unpicturable,  and  the  historian  can  narrate 
the  most  picturable  as  unpicturesquely  as  the  poet  has  the 
power  of  setting  forth  picturesquely  the  most  unpic- 
turable. 

To  believe  it  to  be  otherwise  is  to  suffer  ourselves  to  be 
misled  by  the  twofold  meaning  of  a  word.  A  poetical 
picture  is  not  necessarily  convertible  into  a  material 
picture;  but  every  feature,  every  combination  of  several 
features,  by  which  the  poet  makes  his  object  so  palpable 

*  Tableaux  tir^s  de  I'lliade,  Avert,  p.  v. :  "  On  est  toujours  convenn, 
que  plus  un  poeme  fournissait  d'images  et  d'actions,  plus  il  avait  de 
superiority  en  JPoesie.  Gette  reflexion  m'avait  conduit  k  penser  que  le 
calcnl  des  differents  Tableaux,  qu'ofErent  les  Poemes,  pouvait  servir  It 
comparer  le  m^rite  respectif  des  Poemes  et  des  Poetes.  Le  nombre  ct 
le  genre  des  Tableaux  que  pr^ntent  ces  grands  ouvrages,  auraiont^fc 
ime  esp^e  de  pierre  de  touche,  ou  plutdt  une  balance  certaine  dn 
m^te  de  ces  poemes  et  du  g^nie  de  Icurs  anteurs." 
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to  Ti8»  that  we  become  more  conscious  of  tHis  object  tbau 
of  his  words,  is  picturesque,  is  a  picture,  because  it  brings 
us  nearer  to  that  degree  of  illusion  of  which,  the  material 
picture  is  especially  capable,  and  which  is  most  quickly 
and  easily  called  forth  by  the  contemplation  of  the 
material  picture.^ 


CHAPTEE  XV. 

Now  the  poet,  as  experience  shows,  can  raise  this  degree 
of  illusion  in  us  by  the  representation  of  other  than 
visible  objects.  Consequently  artists  must  necessarily 
renounce  whole  classes  of  pictures  which  the  poet  has  at 
his  command.  Dryden's  "  Song  for  St.  Cecilia's  Day  "  is 
fall  of  musical  pictures  which  afford  no  employment  for 
the  brush;  but  I  will  not  farther  digress  with  such 
instances,  from  which  we  can  only  learn  at  best  that 
colours  are  not  sounds,  and  ears  not  eyes. 

I  will  still  keep  to  the  pictures  of  merely  visible  objects, 
for  these  are  common  to  artist  and  poet.  Why  is  it  that 
many  poetical  descriptions  of  this  kind  are  useless  to  the 
artist ;  and,  on  the  contrary,  many  actual  paintings,  when 
treated  by  a  poet,  lose  the  principal  part  of  their  effect  ? 

Examples  may  serve  to  guide  me.  I  repeat  the  picture 
of  Pandarus,  in  the  fourth  book  of  the  Iliad,  is  one  of  the 
most  minute  and  illusive  in  the  whole  of  Homer.  From 
the  grasping  of  the  bow  to  the  flight  of  the  arrow  every 
moment  is  painted ;  and  all  these  momentary  periods  follow 

*  What  we  call  poetical  pictures  were,  as  the  reader  of  Longinus 
will  recollect,  called  phantasiss  by  the  ancients.  And  what  wo  call 
illosion,  viz.  that  part  of  those  pictures  which  produces  deception,  was 
by  them  named  enargia.  For  this  reason  it  was  said  by  some  one,  as 
Plutarch  mentions  (Erot.  t.  ii.  p.  1351,  edit.  Henr.  Steph.),  that  poeti- 
cal phantasias  were,  on  account  of  their  enargia,  dreams  of  a  waking 
person — A/  voitiriKcti  (fxtyraaiai  diit  ttiv  iydpytioa^  iypniyop6roiv  ivxmvid. 
flcriy,  I  much  wish  that  modem  treatises  on  poetry  had  made  use  of 
this  nomenclature,  and  had  entirely  abstained  from  employing  the 
word  picture.  We  should  thus  have  been  spared  a  number  of  half- 
true  rules,  which  principally  rest  upon  the  identity  of  an  arbitrary 
term.  Poetical  phantasue  would  not  have  been  so  readily  confined 
within  the  limits  of  a  material  painting ;  but  as  soon  as  phantasise 
were  called  poetical  pictures,  the  foundation  of  the  error  was  laid. 
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one  another  so  closely,  and  yet  are  so  distinctly  entered 
upon,  that  if  one  did  not  know  how  a  bow  was  managed, 
one  might  learn  it  merely  from  this  picture.^  Pandams 
takes  out  his  bow ;  strings  it ;  opens  the  quiver ;  chooses 
an  arrow  well  feathered,  and  still  unused ;  sets  the  arrow 
to  the  string;  draws  back  the  string  under  the  notch, 
together  with  the  arrow;  the  string  comes  close  to  the 
breast;  the  iron  point  of  the  arrow  to  the  bow;  the 
great,  round-shaped  bow,  clanging,  springs  wide  apsurt; 
the  arrow  leaps  away,  and  eagerly  flies  towards  its  mark. 

Caylus  cannot  have  overlooked  this  excellent  picture. 
What,  then,  did  he  find  there  to  make  him  esteem  it  in- 
capable of  affording  employment  to  his  artists  ?  And  why 
was  it  that  the  assembly  of  the  gods,  drinking  in  conncil, 
seemed  to  him  more  suitable  for  that  purpose?  In  the 
one,  as  well  as  in  the  other,  there  are  visible  objects ;  and 
what  more  has  the  artist  need  of  to  occupy  his  canvas  ? 

The  difficulty  must  be  this :  although  both  objects,  as 
visible,  are  alike  capable  of  being  subjects  of  painting  in 
its  strict  sense;  still,  there  is  this  essential  difference 
between  them,  that  the  action  of  one  is  visible  and  pro- 
gressive, its  different  part^  happening  one  affcer  another 
in  sequence  of  time ;  while,  on  the  other  hand,  the  action 
of  the  other  is  visible  and  stationary,  its  different  parts 
developing  themselves  in  juxtaposition  in  space.  But  if 
painting,  owing  to  its  signs  or  means  of  imitation,  which 
it  can  combine  in  space  only,  is  compelled  entirely  to 
renounce  time,  progressive  actions,  as  such,  cannot  be 
classed  among  its  subjects,  but  it  must  be  content  with 

*  lUad,  iv.  105  :— 

cdnU*  icriXa  r6^op  it^oov  .         .         .         • 

K(d  rh  fihy  cZ  Kcir4$riK€  raafvffff6.ix€V0S,  icvri  yaip 

&yK\ipas' 

airriip  6  ffiXa  rr&fJM  ifMnpirpris,  ix  S*  IAct*  Ihy 
iifi\^a  trrtpd^yra,  fi.€\aawp  tpj/  oBwAonr 
at^a  S*  hri  ytvpjj  KaT€K6(rfi€i  rruephv  6i<rr6v. 
I^ice  S*  dfiov  y\vtl>(das  re  Xa$i»Vf  Kcd  V€vpa  fi6tM' 


mirritp  hruHii  KVKKorepks  fi4ya  rS^ov  tr^ipw^ 
\iyi<t  $ihsy  V9vp^  8^  fidy  iax^v,  i\ro  8'  hX<rr%% 
^vjScA^T,  KoXt  B/At\oy  hrarr4ir9cu  fAtyeatytav, 
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anltaneoas  actioiis,  or  with  mere  figures,  firliicli  by 
eir  posture  lead  us  to  conjecture  an  action.  Poetry,  on 
d  contrary— • 


CHAPTEB  XVI. 

»WEVSR,  I  will  endeavour  to  trace  the  matter  from  its 
it  principles. 

[  reason  thus :  if  it  is  true  that  painting  and  poetry  in 
sir  imitations  make  use  of  entirely  different  means  or 
nbolfl — ^the  first,  namely,  of  form  and  colour  in  space, 
)  second  of  articulated  sounds  in  time — if  these  symbols 
lispntably  require  a  suitable  relation  to  the  thing 
nbolized,  then  it  is  clear  that  symbols  arranged  in 
ctaposition  can  only  express  subjects  of  which  the 
Loles  or  parts  exist  in  juxtaposition ;  while  consecutive 
nbols  can  only  express  subjects  of  which  the  wholes  or 
rts  are  themselves  consecutive. 

Bubjeots  whose  wholes  or  parts  exist  in  juxtaposition 
)  cfJied  bodies.  Consequently,  bodies  with  their  visible 
)perties  are  the  peculiar  subjects  of  painting. 
Subjects  whose  wholes  or  parts  are  consecutive  are 
led  actions.  Consequently,  actions  are  the  peculiar 
3Ject  of  poetry. 

Still,  all  bodies  do  not  exist  in  space  only,  but  also  in 
16.  They  endure,  and  in  each  moment  of  their  dura- 
n  may  assume  a  different  appearance,  or  stand  in  a 
ferent  combination.  Each  of  these  momentary  appear- 
ye&  and  combinations  is  the  effect  of  a  preceding  one, 
y  be  the  cause  of  a  subsequent  one,  and  is  therefore,  as 
were,  the  centre  of  an  action.  Consequently,  painting 
>  can  imitate  actions,  but  only  indicatively,  by  means  of 
lies. 

>n  the  other  hand,  actions  cannot  exist  by  themselves, 
jy  must  depend  on  certain  beings.  So  far,  therefore,  as 
5se  beings  are  bodies,  or  are  regarded  as  such,  poetry 
Lnts  bodies,  but  only  indicatively,  by  means  of  actions, 
[n  its  coexisting  compositions  painting  can  only  make 
3  of  a  single  instant  of  the  action,  and  must  therefore 
aos©  the  one  which  is  most  pregnant,  and  from  which 


92  LESSING's  FBOSE  WOBKS.  [CkAP. 

what  precedes  and  what  follows  can    be    most  i 
gathered. 

In  like  manner,  poetry,  in  its  progessive  imitatio 
confined  to  the  use  of  a  single  property  of  bodies 
must  therefore   choose    that  which. calls  up  the 
sensible  image  of  the  body  in  the  aspect  in  whic] 
makes  use  pf  it. 

From  this  flows  the  rule  as  to  the  unity  of  desori 
epithets  and  moderation  in  the  depiction  of  bodily  ob 

I  should  put  but  little  confidence  in  this  dry  chs 
reasoning  did  I  not  find  it  completely  confirmed  b 
practice  of  Homer,  or  rather  had  it  not  been  the  pn 
■of  Homer  himself  which  led  me  to  it.  It  is  only  on 
principles  that  the  sublime  style  of  the  Greek  poet  cj 
determined  and  explained,  and  at  the  same  time  i 
value  assigned  to  the  directly  opposite  style  of  so  i 
modem  poets  who  have  endeavoured  to  rival  the  pa 
in  a  department  in  which  he  must  necessarily  vant 
them. 

I  find  that  Homer  describes  nothing  but  progre 
actions,  and  that  when  he  paints  bodies  and  single  ol 
he  does  it  only  as  contributory  to  such,  and  then  gene 
only  by  a  single  touch.  It  is  no  wonder,  then, 
where  Homer  paints,  the  artist  finds  least  to  emplo 
pencil,  and  that  his  harvest  is  only  to  be  found  whei 
story  assembles  a  number  of  beautiful  bodies  in  beat 
attitudes,  and  in  a  space  advantageous  to  art,  hoi? 
little  the  poet  himself  may  depict  these  forms,  these 
tudes,  and  this  space.  If  we  go  through  the  whole  i 
of  paintings,  as  Caylus  proposes  them,  piece  by  pieo 
shall  find  in  each  a  proof  of  this  remark. 

I  here  quit  the  Count,  who  would  make  the  palei 
the  artist  the  touchstone  of  the  poet,  in  order  to  ex 
the  style  of  Homer  more  closely. 

For  one  thing,  I  say  that  Homer  has  generally  1 
single  characteristic;  a  ship  is  for  him  now  the  1 
ship,  now  the  hollow  ship,  now  the  swift  ship,  at 
the  well-rowed  black  ship.  Farther  than  this  he 
not  enter  into  any  description  of  the  ship.  But  o 
sailing,  the  setting  out,  and  hauling  up  of  the  shi 
draws  a  detailed  picture  enough,  of  which,  if  the  ] 
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ished  to  transfer  the  whole  of  it  to  his  canyas,  he  would 
e  compelled  to  make  five  or  six  different  paintings. 
If^  indeed,  special  circumstances  compel  Homer  to  fix 
or  attention  longer  upon  a  single  object,  he  nevertheless 
lakes  no  picture  which  could  be  an  object  of  imitation  to 
n  artist ;  but  by  innumerable  devices  he  contrives  to  set 
efore  our  eyes  a  single  object,  as  it  would  appear  at 
istinct  and  successive  instants,  in  each  of  which  it  is  in 
different  stage,  and  in  the  last  of  which  the  artist  must 
wait  the  poet,  in  order  to  show  us  complete  that  which 
re  have  seen  the  poet  forming.  For  instance,  when 
[omer  wants  to  show  us  the  chariot  of  Juno,  Hebe  puts 
;  together,  piece  by  piece,  before  our  eyes.  We  see  the 
rheels,  the  axle,  the  seat,  the  pole,  the  traces  and  straps,, 
ot  as  they  are  when  all  fitted  together,  but  rather  as  they 
re  being  put  together  under  the  hands  of  Hebe.  Of  the 
^heel  alone  does  the  poet  give  us  more  than  a  single 
mature ;  there  he  points  out,  one  by  one,  the  eight  bronze 
3okes,  the  golden  felloes,  the  tires  of  bronze,  and  the 
Iver  naves.  One  might  almost  say  that,  because  there 
as  more  than  one  wheel,  he  felt  bound  to  spend  as  much 
tore  time  in  their  description  as  putting  them  on 
)parately  wotQd  have  taken  in  reality.^ 

TH)8i7  8*  afiff}   6\€€(T<TL  ^ows  ^aA.€  Kafi'TTvXa  icvicXa, 

Tcov  lyTOt  )(fjva'€q  trvs  aff>6LT0^y  avrap  vwepOev 
^aXjce    hruro'oyTpa,  vpoo'aprjpoTa,  6avfia  l^iirOau 
irk^fivai  S  apyvpov  elxrl  TrepiSpofioi  afiffxyreptaOeif* 
8i<^pos  Bl  )(pva-€OL(n  koI  apyvpiouriv  Ifiaaiv 
ivreraTcu'  Soial  8c  'TrepCSpofiOL  avrvycs  cto'tv 
Tov  8*  €$  dpyvpcos  pvfw^  TreA-cv*  avrap  Itt    aKpto 
^rjcre  )(pva'€LOV  koXov  ^vyov,  iv  SI  XiiraBva 
KoX  epaXe,  ;(pwcta. 

.gain,  when  Homer  would  show  us  how  Agamemnon 
as  clad,  the  king  dons  each  article  of  his  dress,  separ- 
tely,  in  our  presence;  his  soft  under-coat,  his  great 
lantle,  his  beautiful  half-boots,  and  his  sword.  Now  he 
\  ready,  and  grasps  his  sceptre.     We  see  the  garments 

»  Iliad.  V.  722. 
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whilst  the  poet  is  describing  the  operation  of  putting 
them  on;  but  another  would  have  described  the  robes 
themselves,  down  to  the  smallest  fringe,  and  we  should 
have  seen  nothing  whatever  of  the  action,^ 

fwXoLKOV    8'    €l^Sw€    ;(lT(l)Va, 

KoXov,  vriydT€OVy  ir^pl  h\  fieya  ^aXKero  ^opos. 
TTOcro-l  8*  VTTO  Xi'TTopOLO'LV  idrqiroTO  KoXoL  TTcSiXa* 
ofi^i  S'  op*  wfiouTLV  pdXcTO  ^iffiO^  afyyvporjXoVf 
clXero  Sc  a-K^Trrpov  'Trarpmov,  a<t>0LTOv  aJUL  ' 

This  sceptre  is  here  styled  **  the  paternal,"  "  the  imperisli- 
able,"  as  elsewhere  one  like  it  is  described  merely  as  *, 
p^pvcrcots  rikoixTi  TreTrapfieuov^  **  golden-studded."  But  when  i 
a  closer  and  more  complete  picture  of  this  important 
sceptre  is  required,  what  does  Homer  do  then  ?  Ei  addi- 
tion to  the  golden  studs,  does  he  describe  the  wood  and 
the  carved  head?  He  might  have  done  so  if  he  had 
intended  to  draw  an  heraldic  description,  from  which,  in 
after-times,  another  sceptre  exactly  like  it  could  be  made. 
And  I  am  sure  that  many  a  modem  poet  would  have 
given  us  such  a  description  in  the  king-of-arms  style, 
believing  in  the  simplicity  of  his  heart  that  he  hiniself 
had  painted  the  sceptre,  because  he  had  supplied  the 
artist  with  the  materials  for  so  doing.  But  what  does 
Homer  care  how  far  he  leaves  the  painter  in  his  rear? 
Instead  of  the  appearance  he  gives  us  the  history  of 
the  sceptre;  first,  it  is  being  formed  by  the  labour  of 
Vulcan ;  next,  it  glitters  in  the  hands  of  Jupiter ;  now 
it  betokens  the  dignity  of  Mercury ;  now  it  is  the  martial 
wand  of  the  warlike  Pelops ;  now  the  shepherd's  staff  of 
the  peaceful  Atreus.^ 

(Tic^  Trrpov,  ...  TO  fih/  *'H^atoTOS  Ktific  rcv^wir 
H^atoTOs  fiey  iSwKe  Aii  Kpovicovi  avajcru 
avTop  apa  Zcvs  Soiicc  StoicTopa)  *Apy€L<l>6vrQ* 
Ep/A€ta9  Bk  ava^  8(oiccv  UcXowt  'TrXrj^LTrmo, 
avrap  6  avT€  HeXo)^  Swk'  Arpii,  iroifievi  Xatav* 
Arpcvs  8c  OvrjcKfav  l\t^€V  TroXvopvi  ©ucory 
avTCLp  6  a?T€  ®v€aT    * Ayafiifivovi  Xcwrc  fftop^vaJL, 
froXAgcrtv  v^otcri  icoi  "Apye'i  Trai^t  avaxrcreiVm 

•  Iliad,  ii.  42.  »  Ibid,  ii  101. 
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Now  I  am  better  acqnainted  with  this  sceptre  th 
painter  were  to  place  it  before    my  eyes  or  a 

Vulcan  give  it  into  my  hands.     I  shonld  not  be  STirpx*^ 

to  find  that  one  of  the  old  commentators  of  Homer  had 
admired  this  passage  as  the  most  perfect  allegory  of  the 
origin,  progress,  establishment,  and  final  hereditary 
succession  of  kingly  power  among  men.  I  should  indeed 
smile  if  I  read  that  Yulcan,  who  made  the  sceptre, 
represented  fire,  which  is  indispensable  to  man's  support, 
and  that  alleviation  of  his  wants  generally  which  per- 
suaded the  men  of  early  times  to  submit  themselves  to 
the  authority  of  an  individual;  that  the  first  king,  a 
son  of  Time  (Zeus  Kpovtwv),  was  a  venerable  patriarch, 
who  was  willing  to  share  his  power  with  a  man  remark- 
able for  his  eloquence  and  ability,  with  a  Hermes 
(Auuerofxa  *Apy€L<fi6vTrf),  or  to  deliver  it  over  entirely  to 
him ;  that  in  course  of  time  the  clever  orator,  as  the 
young  state  was  threatened  by  foreign  enemies,  resigned 
his  power  into  the  hands  of  the  bravest  warrior  (JUKottl 
•jrhffiLirma);  that  the  brave  warrior,  after  ho  had  exter- 
minated nis  foes  and  assured  the  safety  of  the  kingdom, 
artfully  contrived  to  establish  his  son  in  his  place; 
who,  as  a  peace-loving  ruler,  and  benevolent  shepherd  of 
his  people  (ttoi/x^v  Xawv),  first  rendered  them  familiar  with 
a  life  of  pleasure  and  superfluity ;  at  his  death,  therefore, 
the  way  was  paved  for  the  richest  of  his  connexions 
(TToAvopvi  ®vi(rr(i)  to  acquire  by  gifts  and  bribery,  and 
afterwards  secure  to  his  family,  as  a  purchased  possession, 
that  power  which  hitherto  confidence  only  had  bestowed, 
and  merit  had  esteemed  a  burden  rather  than  a  dignity. 
I  should  smile,  but  nevertheless  I  should  be  strengthened 
in  my  esteem  for  the  poet  to  whom  so  much  meaning 
could  be  lent.  All  this,  however,  is  a  digression  from 
my  subject ;  and  I  merely  view  the  history  of  the 
sceptre  as  a  device  of  art  by  which  the  poet  causes  us 
to  linger  over  a  single  object,  without  entering  into  a 
cold  description  of  its  parts.  Even  when  Achilles  swears 
by  his  sceptre  to  revenge  the  neglect  with  which 
Agamemnon  has  treated  him,  Homer  gives  us  the  history 
of  this  sceptre.  We  see  it  putting  forth  leaves  upon 
the  hill ;  the  steel  divides  it  from  the  stem,  strips  it  of 


/(({ 
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its  leaves  and  bark,  and  renders  it  fit  to  serve  the 
judges  of  the ,  people,  as  an  emblem  of  their  godlike 
dignity.* 

vat  /i,a  r(&€  (TK^Trrpov^  rb  fitv  ovTrore  <^vAAa  kou  ^ovs 
<I}V(T€L,  iTreihri  irpOra  rofirjv  ev  opecraL  XeA.oiTTCi', 
ov8'  kvaOrj\rj(r€L'  Trcpt  yap  pa  I  ^oXko^  tXaj/tv 
ijivXXa  T€  Koi  <I>\jol6v  vvv  aZri  ficv  vies  'A;((U(iik 
h  TraXjdfiys  <l>op€ov(n  StKao"7rdAo£,  oX  re  Oifuarai 
Trpos  Aios  cipvarot. 

It  was  not  so  much  Homer's  desire  to  describe  two 
sceptres  of  different  material  and  shape  as  to  convey  to 
our  minds  a  clear  and  comprehensive  image  of  that 
difference  of  power  of  which  they  were  the  emblems — 
the  one  the  work  of  Yulcan,  the  other  cut  by  some 
unknown  hand  upon  the  hill ;  the  one  an  ancient  posses- 
sion of  a  noble  house,  the  other  destined  for  the  hand  of 
any  to  whom  it  might  chance  to  fall;  the  one  extended 
by  a  monarch  over  many  isles  and  the  whole  of  Argos, 
the  otjier  borne  by  one  from  the  midst  of  the  Greeks,  to 
whom,  with  others,  the  maintenance  of  the  laws  had  been 
entrusted.  This  was  the  real  difference  which  existed 
between  Agamemnon  and  Achilles :  and  which  Achilles, 
in  spite  of  all  his  blind  rage,  cotdd  not  but  confess. 

But  it  is  not  only  where  he  combines  such  further  aims 
with  his  descriptions  that  Homer  disperses  the  picture 
of  the  object  over  a  kind  of  history  of  it ;  he  follows  the 
same  course,  where  the  picture  itself  is  the  only  end  in 
view,  in  order  that  its  parts,  which,  naturally,  are  seen 
beside  each  other,  may,  by  following  upon  one  another, 
bo  seen  as  naturally  in  his  description,  and,  as  it  were, 
keep  pace  with  the  progress  of  the  narrative;  e.g,  he 
wishes  to  paint  us  the  bow  of  Pandarus  ;  a  bow  of  horn, 
of  such  and  such  a  length,  well  polished,  and  tipped  with 
gold  at  either  end.  What  does  he  ?  Enumerate  all  these 
dry  details  one  after  the  other  ?  Not  at  all :  that  might  be 
called  a  specification  or  description  of  such  a  bow,  but  ooald 
never  be  called  painting  it.  He  begins  with  the  chase  of  the 
wild  goat  out  of  whose  horns  the  bow  was  made.   Fandams 

«  Iliad,  i.  234. 
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himself  had  laid  in  wait  for  and  killed  it  among  the 
xocikB;  its  horns  were  of  an  extraordinary  size,  and  for 
that  reason  were  destined  by  him  to  be  turned  into  a 
how.  Then  comes  their  manufacture;  the  craftsman 
joins  them,  polishes  them,  and  tips  them.  And  thus, 
as  I  said  before,  in  the  poet  we  see  the  making  of  that 
which,  in  the  artist,  we  only  see  as  made.*^ 

To^ov  evioov  l^aXov  alybs 
dypiov,  ov  pa  iror'  avros  wro  orcpvoto  rv^i/cra^ 
irerprrj^  iK^OLVOVTOf  SeBey/ievos  cv  'TrpoSoK^atv 
fiepkrJK€i  TTpos  arrjOo^'  6  8'  iJimo?  ifiwecrt  irerprQ* 
rdv  Kipa  he  kc^oX'^s  €Kicai8€Ka8a)/oa  Tre^vKcr 
Kol  ra  /iky  acricqaas  K€pao$6os  npape  TeKTaiv, 
way  y  cS  XeuQva^,  )(pv<r€rjv  hriurjKe  Kop(avqv, 

I  should  never  come  to  an  end  if  I  were  to  transcribe  all 
the  examples  of  this  kind.  They  will  occur,  without 
number,  to  every  one  who  is  familiar  with  Homer. 
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But,  it  will  be  answered,  symbols  of  poetry  are  not 
merely  progressive,  but  are  also  arbitrary ;  and,  as  arbi- 
trary symbols,  are  certainly  capable  of  representing  bodies 
as  they  exist  in  space.  Examples  of  this  might  be  cited 
from  Homer  himself,  whose  shield  of  Achilles  one  need  only 
<3all  to  mind  in  order  to  have  the  most  decisive  instance 
how  comprehensively,  and  yet  poetically,  a  single  object 
may  be  described  by  its  parts  placed  in  juxtaposition. 

I  win  reply  to  this  twofold  objection.  1  call  it  two- 
fold because  a  justly  drawn  conclusion  must  stand  even 
without  an  example ;  and,  on  the  other  hand,  an  example 
of  Homer  would  be  of  great  weight  with  me,  even  if  I 
did  not  know  any  argument  by  which  to  justify  it. 

It  is  true  that,  since  the  symbols  of  speech  are  arbitrary, 
it  is  quite  possible  that  by  it  the  parts  of  a  body  may  be 
«iade  to  follow  upon  one  another  just  as  easily  as  thoj 

»  Iliad,  iv.  105. 

H 


98  LESSING's  prose  works.         [Ohap.  xvu. 

stand  side  by  side  in  nature.  But  this  is  a  peculiarity 
of  language  and  its  signs  generally,  and  not  in  so  far 
forth  as  they  are  most  adapted  to  the  aim  of  poetry. 
The  poet  does  not  merely  wish  to  be  intelligible;  the 
prose  writer  is  contented  with  simply  rendering  his 
descriptions  clear  and  distinct,  but  not  the  poet.  He 
must  awaken  in  us  conceptions  so  lively,  that,  from  the 
rapidity  with  which  they  arise,  the  same  impression 
should  be  made  upon  our  senses  which  the  sight  of  the 
material  objects  that  these  conceptions  represent  would 
produce.  In  this  moment  of  illusion  we  should  cease  to 
be  conscious  of  the  instruments — ^his  words — ^by  which 
this  effect  is  obtained.  This  was  the  source  of  the  expla- 
nation of  poetical  painting  which  we  have  given.  But  a 
poet  should  always  produce  a  picture;  and  we  will  now 
proceed  to  inquire  how  far  bodies,  according  to  their  parts 
in  juxtaposition,  are  adapted  for  this  painting. 

How  do  we  attain  to  a  distinct  conception  of  an  object 
in  space  ?  First,  we  look  at  its  parts  singly ;  then  at  their 
combination ;  and,  lastly,  at  the  whole.  The  different 
operations  are  performed  by  our  senses  with  such  aston- 
ishing rapidity  that  they  appear  to  us  to  be  but  one ;  and 
this  rapidity  is  indispensable,  if  we  are  to  form  an  idea  of 
the  whole,  which  is  nothing  more  than  the  resultant  of 
the  ideas  of  the  parts  and  of  their  combination.  Sup- 
posing, therefore,  that  the  poet  could  lead  us,  in  the  most 
beautiful  order,  from  one  part  of  the  object  to  another ; 
supposing  that  he  knew  how  to  make  the  combination  of 
these  parts  ever  so  clear  to  us;  still,  how  much  time 
would  be  spent  in  the  process  ?  What  the  eye  takes  in  at 
a  glance  he  enumerates  slowly  and  by  degrees;  and  it 
often  happens  that  we  have  already  forgotten  the  first 
traits  before  we  come  to  the  last ;  yet  from  these  traits  we 
are  to  form  our  idea  of  the  whole.  To  the  eye  the  parts 
once  seen  are  continually  present ;  it  can  run  over  them 
time  after  time,  while  tne  ear,  on  the  contrary,  entirely 
loses  those  parts  it  has  heard,  if  they  are  not  retained  in 
the  memory.  And  even  if  they  are  thus  retained,  what 
trouble  and  effort  it  costs  us  to  renew  their  whole  impres- 
sion in  the  same  order,  and  with  the  same  liveliness  ;  to 
pass  them  at  one  time  omder  review  with  but  moderate 
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rapidity,  in  order  to  attain  any  possible  idea    of  the 
whole  I 

I  will  illustrate  this  position  by  an  example,  which  may 
be  called  a  masterpiece  of  its  kind.^ 

"  There  towers  the  noble  gentian's  lofty  head 

Far  o'er  the  common  herd  of  vnlgar  plants, 
A  whole  flower  people  'neath  his  flag  is  led, 

E'en  his  blue  brother  bends  and  fealty  grants. 
In  circled  rays  his  flowers  of  golden  sheen 

Tower  on  the  stem,  and  crown  its  vestment  grey ; 
His  glossy  leaves  of  white  bestreak'd  with  green 

Gleam  with  the  watery  diamond's  varied  ray. 
O  law  most  just  I  that  Mght  consort  with  Grace,, 
In  body  fair  a  fairer  soul  has  place. 

Here,  like  grey  mist,  a  humble  earth-plant  steals^ 

Its  leaf  by  Nature  like  a  cross  disposed ; 
The  lovely  flower  two  gilded  bills  reveals. 

Borne  by  a  bird  of  amethyst  composed. 
There  finger-shaped  a  glancing  leaf  endues 

A  crystal  stream  with  its  reflexion  green : 
The  flower's  soft  snow,  stain'd  with  faint  purple  hues,. 

Clasps  a  striped  star  its  blanched  rays  within. 
On  trodden  heath  the  rose  and  emerald  bloom, 
And  craggy  hills  a  purple  robe  assume." 

These  are  herbs  and  flowers,  which  the  learned  poet 
describes  with  great  art,  and  faithfulness  to  nature; 
paints,  but  paints  without  illusion.  I  will  not  say  that 
any  one  who  had  never  seen  these  herbs  and  flowers  could 
form  little  better  than  no  conception  of  them  therefrom ;  it 
may  be  that  all  poetical  descriptions  require  a  previous 
acquaintance  with  their  object;  nor  will  I  deny  that,  if 
any  one  has  the  advantage  of  such  acquaintance,  the 
poet  might  awaken  in  him  a  more  lively  idea  of  some 
of  the  parts.  I  only  ask  him  what  is  the  case  with 
respect  to  the  conception  of  the  whole?  If  this  also  is 
to  be  vivid,  no  individual  prominence  must  be  given  to 

'  See  Von  Haller's  *  Alpen.' 

H  2 
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single  parts,  bat  the  higher  light  must  seem  distributed 
to  all  alike;  and  our  imagination  must  have  the  power 
of  running  over  all  with  the  same  speed,  that  it  may 
at  once  construct  from  them  that  which  can  be  at  once 
seen  in  nature.  Is  this  the  case  here?  And  if  it  is 
not,  how  can  it  have  been  said  that  '*  the  most  faithful 
delineation  of  a  painter  would  prove  weak  and  dull  in 
comparison  with  this  poetical  description  "  ?  *  It  is  far 
below  the  expression  of  which  lines  and  colours  upon 
a  surface  are  capable;  and  the  critic  who  bestowed 
this  exaggerated  praise  upon  it  must  have  contem- 
plated it  from  an  entirely  false  point  of  view ;  he  must 
have  looked  to  the  foreign  ornaments  which  the  poet 
has  interwoven  with  it,  to  its  elevation  above  vegetable 
life,  and  to  the  development  of  those  inner  perfec- 
tions for  which  external  beauty  serves  merely  as  the 
shell,  more  than  to  this  beauty  itself,  and  the  degree 
of  liveliness  and  faithfalness  in  the  representation  of  it 
which  the  painter  and  poet  can  respectively  preserve. 
Yet  it  is  the  latter  only  with  which  we  have  any  con- 
cern here;  and  any  one  who  would  say  that  the  mere 
lines — 

**  In  circled  rays  his  flowers  of  golden  sheen 

Tower  on  the  stem,  and  crown  its  vestment  grey ; 
JHis  glossy  leaves  of  white  bestreak'd  with  green 
Gleam  with  the  watery  diamond's  varied  ray  " 

— that  these  lines,  in  regard  to  the  impression  they 
create,  can  vie  with  the  imitation  of  a  Huysum,  must 
either  have  never  questioned  his  feelings,  or  be  deliber- 
ately prepared  tol)elie  them.  They  are  verses  that  might 
be  very  beautiful,  recited  with  the  flower  before  us,  but 
which  by  themselves  express  little  or  nothing.  In  each 
word  I  hear  the  elaborating  poet,  but  I  am  very  far  from 
seeing  the  object  itself. 

Once  more,  therefore,  I  do  not  deny  to  language 
generally  the  power  of  depicting  a  corporeal  whole 
according  to  its  parts.  It  can  do  so,  because  its  symbols, 
although  consecutive,  are  still  arbitrary;  but  I  do  deny 

*  Breitinger's  Kritische  Diohtkuust,  vol.  ii.  p.  807. 
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to  language,  as  the  means  of  poetry,  beoanse  such 
•bal  descriptions  are  entirely  deficient  in  that  illusion 
ich  is  the  principal  end  of  poetry.  And  this  illusion, 
*epeat,  cannot  fail  to  be  wanting  to  them,  because 
»  coexistence  of  the  body  comes  into  collision  with  the 
LsecutiYeness  of  language,  and  though,  during  the 
ation  of  the  former  into  the  latter,  the  division  of 
>  whole  into  its  parts  is  certainly  made  easy  to  us, 
»  ultimate  recomposition  of  these  parts  into  their  whole 
rendered  extremely  difficult,  and  often  impossible. 
Everywhere,  therefore,  where  illusion  is  not  the  ques- 
n,  where  the  writer  appeals  only  to  the  understanding 
his  readers,  and  merely  aims  at  conveying  distinct 
i,  as  far  as  it  is  possible,  complete  ideas,  these  descrip- 
ns  of  bodies,  so  justly  excluded  from  poetry,  are  quite 
place;  and  not  only  the  prose  writer,  but  even  the 
lactic  poet  (for  where  he  is  didactic  he  ceases  to  be  a 
3t),  may  make  use  of  them  with  great  advantage. 
Lus,  for  instance,  in  his  Georgics,  Virgil  describes  a  cow 
for  breeding— 

"  Optima  torv89 
Forma  bovis,  cui  turpe  caput,  cui  plurima  cervix, 
Et  cmmm  tonus  a  mento  palearia  pendent. 
Tum  longo  nullus  lateri  modus :  omnia  magna. 
Pes  etiam ;  et  camuris  hirtse  sub  comibus  aures. 
Nee  mihi  displiceat  maculis  insignis  et  albo, 
Aut  juga  detrectans,  interdumque  aspera  comu 
Et  faciem  tauro  propior,  quaBque  ardua  tota, 
Et  gradiens  ima  ver^it  vestigia  cauda."  * 

a  beautiful  colt : — 

"  Uli  ardua  cervix, 
Argutumque  caput,  brevis  alvus  obesaque  terga ; 
Luxuriatque  toris  animosum  pectus,"  &g.* 

jre  it  is  plain  that  the  poet  thought  more  about  the 
jcrimination  of  the  different  parts  than  about  the 
lole.  His  object  is  to  enumerate  the  points  of  a  beau- 
ul  colt,  or  useful  cow,  in  such  a  manner  that  on 
acting  with  one  or  more  of  them  we  should  be  enabled 

•  Georg.  lib.  iii.  51.  •  Ihid,  79. 
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to  form  a  judgment  of  their  respective  values.  But 
whether  or  not  these  good  points  can  be  recomposed  into 
an  animated  picture  is  a  matter  of  perfect  indifference  to 
him. 

With  the  exception  of  this  use  of  it,  the  detailed 
description  of  corporeal  objects,  without  the  above-men- 
tioned device  of  Homer  for  changing  what  is  coexisting 
in  them  into  what  is  reall^r  successive,  has  always  been 
acknowledged  by  the  finest  judges  to  be  mere  cold,  insig- 
nificant work,  to  which  little  or  no  genius  can  be  attri- 
buted. When  the  poetaster,  says  Horace,  can  do  nothing 
more,  he  at  once  begins  to  paint  a  grove,  an  altar,  a  brook 
meandering  through  pleasant  meadis,  a  rushing  stream,  or 
a  rainbow : — 

'*  Lucus  et  ara  Dianad, 
Et  properantis  aquae  per  amoenos  ambitus  agros, 
Aut  flumen  Ehenum,  aut  pluvius  describitur  arcus."  * 

Pope,  when  a  man,  looked  back  with  great  contempt  upon 
the  descriptive  efforts  of  his  poetic  childhood.  He 
expressly  desires  that  he  who  wotdd  worthily  bear  the 
name  of  poet  should  renounce  description  as  early  as 
possible,  and  declares  that  a  purely  descriptive  poem  is 
like  a  banquet  consisting  of  nothing  but  sauces.®    On  Von 

*  De  Art.  Poet.  16. 

•  Prologue  to  the  Satires,  v.  840 : — 

•*  That  not  in  Fancy's  maze  he  wandered  long, 
But  stoop'd  to  Truth,  and  moraliz'd  his  song." 

Ihid.  V.  147. 

"  Who  could  take  offence, 
While  pure  Description  held  the  place  of  Sense  ?  " 

Warbuiton*s  remarks  upon  this  last  passage  may  be  considered  as  an 
authentio  explanation  by  the  poet  himself.  **  He  uses  Pure  equivocally, 
to  signify  either  chaste  or  empty ;  and  has  given  in  this  line  what  he 
esteemed  the  true  character  oi  descriptive  poetiy,  as  it  is  called — a 
composition,  in  his  opinion,  as  absurd  as  a  feast  made  up  of  sauces. 
The  use  of  a  picturesque  imagination  is  to  brighten  and  adorn  good 
sense ;  ao  that  to  employ  it  only  in  description  is  like  children's  de- 
lighting in  a  prism  for  the  sake  of  its  gaudy  colours;  which,  when 
frugally  managed  and  artfully  disposed,  might  be  made  to  represent 
and  illustrate  the  noblest  objects  in  nature."  Both  poet  and  com- 
mentator, it  is  true,  look  at  the  question  from  a  moral  rather  than  an 
artistic  point  of  view.  So  much  the  better :  it  appears  ai  valueless 
from  one  point  as  from  the  other. 


*    9 
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Eleist's  own  authority  I  oan  assert  that  he  took  little 
pride  in  his  *  Spring.'  Had  he  lived  longer,  he  would 
have  thrown  it  into  a  totally  different  form.  He  intended 
to  methodize  it,  and  reflected  upon  the  means  of  causing 
the  multitude  of  images,  which  he  appears  to  have  taken 
at  random,  now  here,  now  there,  from  revivified  creation, 
CO  arise  and  follow  one  another  in  a  natural  order  before 
his  eyes.  He  would  at  the  same  time  have  followed  the 
advice  which  Marmontel,  doubtlessly  referring  to  his 
edc^aes,  had  bestowed  on  several  German  poets.  He 
would  have  converted  a  series  of  images,  thinly  inter- 
spersed with  feelings,  into  a  succession  of  feelings  but 
sparingly  interwoven  with  images  J 


-•o*- 
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And  yet  could  even  Homer  be  said  to  have  fallen  into 
this  cold  description  of  material  objects? 

I  venture  to  hope  that  there  are  but  few  passages  which 
can  be  cited  in  support  of  this ;  and  I  feel  assured  that 
these  will  prove  to  be  of  such  a  kind  as  to  confirm  the 
rule  firom  which  they  appear  to  be  exceptions. 

I  maintain  that  succession  of  time  is  the  department  of 
the  poet,  as  space  is  that  of  the  painter. 

To  introduce  two  necessarily  distant  points  of  time  into 
one  and  the  same  painting,  as  Fr.  Mazzuoli  has  the  rape 
of  the  Sabine  women  and  their  subsequent  reconciliation 
of  their  husbands  and  relations,  or  as  Titian  has  the  whole 
history  of  the  prodigal  son,  his  disorderly  life,  his  misery, 
and  lus  repentance,  is  an  encroachment  by  the  painter 
upon  the  sphere  of  the  poet  which  good  taste  could  never 
justify. 

To  enumerate  one  by  one  to  the  reader,  in  order  to 
afford  him  an  idea  of  the  whole,  several  parts  or  things, 

'  Poetique  Franjaise,  t.  ii.  p.  501 :  "  J'ecrivais  ces  reflexions  avaut 
que  les  essais  des  Allemands  dans  ce  genre  (rEglogue)  fussent  connus 
parmi  nous.  lis  ont  execute  ce  que  j'avais  con9u ;  et  s'ils  pajvlennent 
a  donner  plus  au  moral  et  moins  au  detail  des  peintures  physiques,  Us 
excelleront  dans  ce  genre,  plus  riche,  plus  vaste,  plus  f^nd,  et  inflni- 
ment  plus  naturel  et  plus  moral  que  celui  de  la  galanterie  champetre.** 
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which,  if  they  are  to  produce  a  whole,  I  must  necessarily 
in  nature  take  in  at  one  glance,  is  an  encroachment  by 
the  poet  upon  the  sphere  of  the  painter,  whereby  he 
squanders  much  imagination  to  no  purpose. 

Yet  just  as  two  equitable  neighbouring  powers,  while 
not  allowing  either  to  presume  to  take  unbecoming  free- 
dom within  the  heart  of  the  dominions  of  the  other,  yet 
on  their  frontiers  practise  a  mutual  forbearance,  by  which 
both  sides  render  a  peaceful  compensation  for  those  slight 
aggressions  which,  in  haste  or  from  the  force  of  circum- 
stances,  they  have  found  themselves  compelled  to  make 
on  one  another's  privileges ;  so  do  painting  and  poetry. 

In  support  of  this  view  I  will  not  cite  the  fact  that  in 
great  historical  pictures  the  single  moment  is  almost 
always  extended ;  and  that  perhaps  there  is  scarcely  any 
piece  very  rich  in  figures  in  which  every  one  of  them  is 
in  the  same  motion  and  attitude  in  which  he  would  have 
been  at  the  moment  of  the  main  action ;  some  being  repre- 
sented in  the  posture  of  a  little  earlier,  others  in  that  oi 
a  little  later,  period.  This  freedom '  the  master  must 
rectify  by  a  certain  refinement  in  the  arrangement,  by 
bringing  his  several  characters  either  prominently  for- 
wards, or  placing  them  in  the  background,  which  allows 
them  to  take  a  more  or  less  momentary  share  in  what  is 
passing.  I  will  merely  avail  myself  of  a  remark  which 
Herr  Mengs  has  made  upon  Eaphael's  drapery :  "  There 
is  a  cause,"  he  says,  "  for  all  his  folds,  either  in  their  own 
weight  or  in  the  motion  of  the  limbs.  We  can  often  tell 
from  them  how  they  have  been  before.  Herein  Baphael 
has  even  sought  to  give  significance.  We  can  see  from 
the  folds  whether  a  leg  or  arm,  previously  to  its  move- 
ment, was  in  a  backward  or  forward  posture ;  whether  a 
bent  limb  had  been,  or  was  in  the  act  of  being,  straight- 
ened; or  whether  it  had  been  straight  and  was  being 
contracted."  ^  It  is  indisputable  that  in  this  case  the  artist 
combines  two  different  moments  in  one.  For,  as  that  part 
of  the  drapery  which  rested  upon  the  hinder  foot  would, 
unless  the  material  were  very  stiff  and  entirely  unsuitable 

*  Gedanken  iiber  die  Sohonheit  u.  iibor  don  Gesohmaok  in  dei 
Malerei,  p.  69. 
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paintmg,  immediately  follow  it  in  its  motion  forwards^ 
re  is  no  moment  at  which  the  garment  can  form  any 
3r  folds  than  those  which  the  present  attitude  of  the 
b  requires ;  and,  if  it  is  made  to  fall  in  other  folds,  the 
b  is  represented  at  the  present  moment  and  the  drapery 
he  one  previous  to  it.  Yet  in  spite  of  this,  who  would 
)tinctiliou8  with  the  artist  who  has  seen  good  to  present 
vith  both  these  moments  at  once?  Who  would  not 
sh  rather  praise  him  for  having  had  the  understanding 

courage  to  fall  into  a  slight  error  for  the  sake  of 
,ining  greater  perfection  of  expression  ? 
■he  poet  deserves  similar  indulgence.  His  progressive 
bation  properly  permits  him  to  deal  with  only  one 
>,  one  property  of  his  material  object,  at  a  time.  But, 
m.  the  happy  arrangement  of  his  language  enables  him 
Lo  this  with  a  single  word,  why  should  he  not  now  and 
a  venture  to  subjoin  a  second  ?    Why  not,  if  it  requires 

trouble,  a  third,  or  even  a  fourth  ?  I  have  already 
arked  that  in  Homer,  for  example,  a  ship  is  only  the 
jk  ship,  or  the  hollow  ship,  or  the  swift  ship :  at  the 
y  most,  the  well-manned  black  ship.  I  wish,  however, 
►e  understood  as  speaking  of  his  style  generally ;  here 

there  a  passage  may  be  found  where  he  adds  the 
'd  descriptive  epithet,  KafiirvXa  kvkXo,  ^a\K€a,  okto* 
VOL?'  round,  bronze,  eight-spoked  wheels.    Also  where 

fourth  acnrtlSa  irovrofT^  itcrqv,  koXtjVj  ^(aXKCtTyv,  c^Aarov,^ 

beautiful,  brazen,  wrought,  all-even  shield."  Who 
lid  censure  him  for  it?  who  is  not  rather  grateful  to 
.  for  this  little  luxuriancy,  when  he  feels  what  a  good 
3t  it  may  produce  in  some  few  suitable  passages, 
►ut  I  will  not  allow  the  actual  justification  either  of 
poet  or  the  painter  to  rest  upon  the  above-mentioned 
logy  of  two  friendly  neighbours.  A  mere  analogy 
veB  and  justifies  nothing.  Their  real  justification  is 
fact  that  in  the  work  of  the  painter  the  two  different 
nents  border  so  closely  upon  one  another  that,  without 
Ltating,  we  count  them  as  one ;  and  that  in  the  poet 

several  features,  representing  the  various  parts  and 

•  niAd,  y.  722.  »  Ihid.  xii.  29i. 
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properties  in  space,  follow  one  another  with  such  speed 
and  condensed  brevity  that  we  fancy  that  we  hear  all  at 
once. 

And  herein,  I  maintain,  Homer  is  aided  in  an  nnnsnal 
degree  by  the  excellence  of  his  language.  It  not  only 
allows  him  all  possible  freedom  in  the  accumulation  and 
combination  of  epithets,  but  its  arrangement  of  these 
multiplied  epithets  is  so  happy  that  we  are  relieved  from 
the  prejudicial  delay  of  the  noun  to  which  they  refer. 
In  one  or  more  of  these  advantages  the  modem  languages 
fail  entirely.  Some  which,  as  the  French,  for  instance, 
must  convert  the  KafiirvXa  KvicXa,  voXkco,  oicroicn^/xa  into 
such  a  periphrasis  as  "  the  round  wheels,  whidi  were 
made  of  brass  and  had  eight  spokes,"  express  the  sense, 
but  annihilate  the  picture ;  yet  here  the  picture  is  every- 
thing and  the  sense  nothing;  and  the  one  without  the 
other  turns  a  very  lively  poet  into  a  most  tedious  twaddler. 
This  fate  has  often  befallen  Homer  under  the  pen  of  the 
conscientious  Dacier.  Our  German  tongue,  on  the  other 
hand,  though  it  can  replace  the  epithets  by  eqxdvalent 
adjectives  quite  as  short,  has  not  the  power  of  imitating 
the  advantageous  arrangement  of  the  Greek.  We  say, 
indeed,  "  the  round,  brazen,  eight-spoked  "  (die  runden  eher- 
nen,  achtspeichigten),  but  "  wheels "  (Bdder)  drags  behind. 
Who  does  not  feel  that  three  distinct  predicates,  before 
we  learn  the  subject,  can  only  produce  a  weak  and  con- 
fused picture  ?  The  Greek  joins  the  subject  at  once  to  the 
first  predicate,  and  leaves  the  others  to  follow.  He  says, 
"round  wheels,  brazen,  eight-spoked."  Thus  we  know 
at  once  what  he  is  speaking  of,  and  become  acquainted, 
conformably  with  the  natural  order  of  thought,  first  with 
the  thing  of  which  he  speaks,  and  afterwards  what  is 
accidental  to  it.  This  advantage  our  language  has  not; 
or,  perhaps,  I  should  say  possesses,  but  can  rarely  use 
without  being  equivocal,  it  comes  to  the  same  thing. 
For,  if  we  place  the  epithets  after  the  substantive,  they 
must  stand  in  statu  dbaoluto ;  we  must  say,  "  roim.d  wheels, 
brazen,  and  eight-spoked"  (runde  Bdder,  ehem  und  cuiht- 
speichigty  Now,  in  this  statUy  our  adjectives  are  just  the 
same  as  adverbs ;  and,  if  we  construe  them  as  such  with 
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the  next  verb  that  is  predicated  of  the  gubjeot,  must  pro- 
dnce  not  nnfrequently  a  completely  false  and  at  all  events 
a  very  ambiguons  meaning. 

But  I  am  wasting  my  time  on  trifles,  and  appear  as  if 
I  meant  to  forget  the  shield — ^that  famous  picture,  the 
shield  of  Achilles,  in  respect  of  which  especially.  Homer, 
in  ancient  times,  was  regarded  as  a  master  of  paintings'^ 
A  shield  at  any  rate,  it  will  be  said,  is  a  single  material 
object,  which  a  poet  cannot  be  allowed  to  describe  accord- 
ing to  its  parts  in  juxtaposition.  And  yet  Homer,  in 
more  than  a  hundred  splendid  lines,  has  described  its 
material,  its  form,  and  all  the  figures  which  filled  its 
enormous  surface,  so  circumstantially  and  closely,  that 
modem  artists  have  not  found  it  difficult  to  produce  a 
drawing  of  it  corresponding  in  all  points. 

My  reply  to  this  particular  objection  is,  that  I  have 
already  answered  it.  Homer  does  not  describe  the  shield 
as  finished  and  complete,  but  as  it  is  being  wrought. 
Thus  he  here  also  makes  use  of  that  knack  oi  art  which 
I  have  commended;  changing  that  which,  in  his  sub- 
ject, is  coexistent  into  what  is  consecutive,  and  thereby 
converting  a  tedious  painting  of  a  body  into  a  vivid  picture 
of  an  action.  We  see,  not  the  shield,  but  the  divine  craft- 
master  as  he  executes  it.  He  steps  with  hammer  and 
tongs  before  his  anvil,  and,  after  he  has  forged  the  plates 
out  of  the  raw  material,  the  figures  which  he  destines 
for  the  ornament  of  the  shield  rise,  one  after  another, 
out  of  the  bronze,  under  our  eyes,  beneath  the  finer  strokes 
of  his  hammer.  We  never  lose  sight  of  him  until  all  is 
ready ;  and  when  it  is  complete,  we  feel  indeed  astonish- 
ment at  the  work,  but  it  is  the  confident  astonishment 
of  an  eye-witness,  who  has  seen  it  produced. 

This  cannot  be  said  of  the  shield  of  -^neas  in  Virgil. 
The  Koman  poet  either  did  not  here  feel  the  refinement 
of  his  model,  or  the  objects  which  he  wished  to  introduce 
upon  his  shield  appeared  to  him  of  such  a  kind  as  not  well 
to  admit  of  being  executed  before  our  eyes.  They  were  pro- 
phecies, in  respect  to  which  it  would  certainly  have  been 

*  Dionysius  Halicamassl  in  Vita  Homeri  apud  Th.  Gale  Id  Opuso. 
Mythol.  p.  401. 
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inappropriate  if  the  god  had  uttered  them  in  our  presence 
as  distinctly  as  the  poet  has  afterwards  explain^  them. 
Prophecies,  as  such,  require  a  darker  language,  in  which 
the  real  names  of  the  persons  of  futurity,  of  whom  they 
speak,  are  out  of  place ;  yet,  apparently,  these  real  names 
were  all-important  to  the  courtier  poet.*  But  if  this 
defence  justifies  him,  it  does  not  do  away  with  the  bad 
effect  which  his  deviation  from  Homer's  style  here  pro- 
duces. All  readers  of  refined  taste  will  allow  that  I  am 
right.  The  preparations  which  Vulcan  makes  for  his 
work  are  nearly  the  same  in  Virgil  as  in  Homer.  But, 
whilst  in  Homer  not  only  the  preparations  for  labour,  but 
the  labour  itself,  is  seen,  Virgil,  after  he  has  given  us  a 
general  view  of  the  god  employed  with  his  Cyclopes — 

*  I  see  that  Seryins  adduces  another  argument  in  Yirgil^s  justifica- 
tion :  for  Seryius  also  has  remarked  the  difference  that  exists  between 
Virgil's  shield  and  Homer's :  "  Sane  interest  inter  hunc  et  Homeri 
clypeum;  illic  enim  singula  dum  fiunt  narrantur;  hio  vero  perfecto 
opere  nascuntur ;  nam  et  hie  arma  prius  acoipit  iBneas,  quam  speo- 
taret ;  ibi  poetquam  omnia  narrata  sunt,  sic  a  Thetlde  defenmtur  ad 
Achillem"  (Ad.  y.  625,  lib.  yiii.  .^neid).  And  why?  Because,  in 
Servius's  opinion,  not  only  the  unimportent  events,  which  the  poet 
mentions,  but 

**  genus  omne  f utura 
Stlrpis  ab  Ascanio,  pugnataque  in  ordine  bella," 

were  wrought  upon  the  shield  of  .^nea.s.  It  would  not  then  have  been 
possible  for  the  whole  series  of  posterity  to  have  been  mentioned  indivi- 
dually, and  for  the  wars  they  fought  to  have  been  related  in  chronological 
order  by  the  poet,  as  quickly  as  they  would  have  been  executed  on  tiie 
shield  by  Vulcan.  This  seems  to  be  the  meaning  of  the  somewhat 
obscure  passage  in  Servius:  *' Opportune  ergo  Virgilius,  quia  non 
videtur  simul  et  narrationis  celeritas  potuisse  connecti,  et  opus  tarn 
velooiter  expedire,  ut  ad  verbum  posset  occurrere.**  Ab  Virgil  could 
only  bring  forward  a  small  part  of  the  non  enarrabile  texlum  dypei,  so  also 
he  could  not  even  do  it,  whilst  Vulcan  was  forging  it ;  but  was  forced 
to  be  silent  until  all  was  ready.  I  wish,  for  Virgil's  sake,  that  Servius's 
reasoning  was  altogether  without  foundation :  my  defence  would  be  far 
more  creditable  for  him.  AVhat  necessity  was  there  for  his  introducing 
the  whole  of  Boman  history  into  his  shield  ?  In  but  a  few  pictures 
Homer  made  his  shield  an  epitome  of  everything  that  happens  in 
the  world.  One  would  be  almost  led  to  think  that  Virgil,  though  he 
despaired  of  surpassing  Homer  in  the  execution  of  his  ^ield,  and  in 
his  choice  of  subjects  for  it,  hoped  at  least  to  exceed  him  in  the  number 
of  his  subjects.    And  what  would  have  been  more  childish  ? 
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**  Ingentem  dypenm  informant  •         •         •         « 
•         •         •  Alii  ventosis  follibtis  auras 
Accipitmt,  redduntqne ;  alii  stridentia  tingimt 
JEra,  lacu ;  gemit  impositis  inoudibus  antrum  ; 
Uli  inter  sese  mnlta  yi  brachia  tolliint 
In  munemm,  versantqne  tenaci  forcipe  massam,"« 

lets  the  curtain  fall  at  once,  and  transports  ns  to  quite  a 
different  scene,  whence  he  gradually  conducts  us  to  the 
valley,  in  which  Venus  comes  to  ^neas  with  the  arms, 
that  have  been,  in  the  meantime,  completed.  She  sets 
them  against  the  trunk  of  an  oak,  and,  after  the  hero  has 
sufficiently  gazed  at,  admired,  felt,  and  tried  them,  the 
description,  or  rather  the  painting,  of  the  shield  begins, 
which  by  the  everlasting  "Here  is"  and  "There  is," 
"  Next  there  stands  "  and  "  Not  far  off  is  seen,"  grows  so 
cold  and  tedious  that  all  the  poetic  ornament  which  a 
Virgil  could  bestow  on  it  is  required  to  prevent  its  be- 
coming intolerable.  Since  this  picture,  in  the  next  place, 
is  not  delineated  by  ^neas,  being,  as  he  is,  amused  with 
the  mere  figures,  and  knowing  nothing  about  their 
meaning — 

"  Eemmque  ignarus  imagine  gaudet ;  ** 

nor  by  Venus,  although  she  must  presumably  have  known 
just  as  much  of  the  future  destinies  of  her  beloved  progeny 
as  did  her  easy-going  husband ;  but  since  the  explanation 
is  given  by  the  mouth  of  the  poet  himself,  therefore  the 
action  of  the  poem  is  manifestly  at  a  standstill  whilst  it 
lasts.  Not  one  of  his  characters  takes  any  part  in  it ;  nor 
is  the  sequel  in  the  least  affected,  whether  this  or  anything 
else  is  represented  on  the  shield ;  the  clever  courtier,  who 
adorns  his  subject  with  every  kind  of  flattering  allusion, 
is  transparent  in  it  all,  but  not  the  great  genius,  which 
relies  entirely  upon  the  intrinsic  merit  of  his  work,  and 
rejects  all  external  means  of  being  interesting.  The  shield 
of  -^neas  is,  in  consequence,  really  an  interpolation,  simply 
and  solely  designed  to  flatter  the  national  pride  of  the 
Boman  people.    It  is  a  foreign  stream  turned  by  the  poet 

*  ifineid,  viii.  447. 
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into  his  main  river  to  make  the  latter  a  little  more  st 
ring.  The  shield  of  Achilles,  on  the  contrary,  is  t 
growth  of  its  own  fruitfal  soil :  for  a  shield  was  to 
made;  and,  since  nothing  that  is  necessary  comes  fr( 
the  hand  of  the  divinity  without  grace  also,  it  must  ne€ 
have  ornament.  But  the  art  lay  in  treating  these  dec 
rations  merely  as  such ;  in  interweaving  them  into  t 
main  subject,  and  making  it  furnish  the  opportunity 
showing  them  to  us :  all  this  could  only  be  accomplish 
in  the  style  of  Homer.  Homer  makes  Vulcan  expend  1 
skill  in  decoration  because  he  has  to  produce,  and  whi 
he  does  produce,  a  shield  that  is  worthy  of  him.  Virg 
on  the  other  hand,  appears  to  make  him  forge  the  shie 
for  the  sake  of  its  decorations,  since  he  considers  them 
sufficient  importance  to  be  described  particularly,  lo: 
after  the  shield  has  been  completed. 


CHAPTEE  XIX. 

The  objections  which  the  elder  Scaliger,  Perrault,  Ten 
son,  and  others  have  raised  against  Homer's  shield,  as  w 
as  the  replies  made  to  them  by  Dacier,  Boivin,  and  Po] 
are  well  known.  To  me  these  last  appear  often  to  comn 
themselves  too  far,  and,  from  a  confidence  in  the  goodn( 
of  their  cause,  to  have  maintained  opinions  as  incorrect 
they  are  ineffective  for  the  justification  of  the  poet. 

To  meet  the  main  objection,  that  Homer  fills  the  shie 
with  such  a  number  of  figures  that  they  cannot  possib 
be  contained  within  its  circumference,  Boivin  underto 
to  have  it  drawn,  giving  heed  to  the  required  measui 
ment.  His  idea  of  the  several  concentric  circles  is  ve 
ingenious,  although  the  words  of  the  poet  do  not  affo 
any  ground  for  it,  and  there  are  no  traces  of  the  anciei 
having  employed  such  compartments  on  their  shields, 
should  rather,  since  Homer  calls  it  o-okos  ttcivtoo-c  ^cSatAw/jtcV 
"  a  shield  artistically  wrought  on  all  sides,"  obtain  a  larg 
surface  by  calling  in  the  concave  side  to  my  assistanc 
for  that  the  ancient  artists  did  not  leave  this  side  unom 
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mented  is  proved  from  Pheidias'  shield  of  Minerva.^  But  it 
was  not  enough  that  Boivin  neglected  to  avail  himself  of 
this  advantage,  he  nnnecessarily  increased  in  number  the 
designs  themselves ;  for  which  he  was  obliged  to  find  room 
in  a  space  thus  diminished  by  one  half,  whilst  he  broke  up 
into  two  or  three  distinct  pictures  what  the  poet  mani- 
festly intended  for  only  one.  I  know  very  well  what  was 
ills  inducement  to  do  so,  but  he  ought  not  to  have  been 
influenced  by  it.  Instead  of  labouring  to  satisfy  the 
tequirements  of  his  opponents,  he  should  have  shown  them 
that  their  demands  were  unreasonable. 

I  shall  be  able  to  make  myself  more  clearly  compre- 
hended by  an  example.    When  Homer  says  of  a  town^ — 

Xaoi  8'  €iv  oyopfi  Icrav  oBpoov  €vOa  Sk  V€lkos 

&pV>p€C    hvO    8'    avSp€^    iv€LK€OV    €LV€Ka   TTOlVrj^ 

ayBpbi  €k'iro<l>0ip.€vov  6  fiev  vj\€TO,  ttolvt    aTroSowai, 
S^fup  inff>av(rKiav  6  8'  dvoivcro,  fir^Sev  iXia-doLU 
SjJL^  8'  iia-Orp^  hrl  taropi  ircipap  tkitrOau 
Xaol  8'  oLfiffioripounv  iirrjirvov  a/i^ls  dpwyoL 
m/pvKcs  8'  apa  Xaov  Iprfwov  ol  8^  y4povT€S 
elar*  hrl  (earoun  Xii^ots,  Upto  Ivl  kvkXxo* 
{riaJTrrpa  8€  KqpvKfuv  ev  x^po"    f^ov  rjcpoKJxjJVtov* 
Tolcnv  hr€LT*  ^to-<rov,  afioipi^Sls  SI  Sikol^ov, 
K€LTO  8'  op'  €v  p.i(T(TOUTi  Svo)  xpvaoio  ToXavTa. 

— ^I  do  not  believe  that  he  intended  to  draw  more  than  one 
picture — that  of  a  public  trial  about  the  contested  pay- 
ment of  a  heavy  fine  for  a  manslaughter  that  had  been 
committed.  An  artist  who  wishes  to  execute  this  subject 
cannot  make  use  of  more  than  one  moment  of  it  at  once : 
either  the  moment  of  the  accusation,  or  of  the  examination 
of  witnesses,  or  the  giving  judgment,  or  any  other 
moment,  before,  after,  or  between  these  points,  that  seems 
most  suitable  to  him.  This  moment  he  renders  as  preg- 
nant as  possible,  and  executes  it  with  all  the  illusion 
which  constitutes  the  great  superiority  of  art  over  poetry 
in  the  representation  of  visible  objects.  The  poet  is  infi- 
nitely surpassed  in  this  respect,  and,  if  he  wishes  to  paint 

^  **  Scuto  ejus  in  quo  Amazonumprselium  csBlavit  intumescente  ambitu 
parmsB ;  ejusdem  concava  parte  deorum  ct  gigantum  diinicationem.*' 
— Plinius,  Ub.  xxxvi.  4.  4.  «  njad,  xviii.  497. 
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the  same  object  in  -words  without  complete  failure,  what 
j!an  he  do  but  avail  himself  likewise  of  his  own  peculiar 
advantages?  And  these  are,  the  liberty  to  extend  his 
description  over  the  time  preceding  and  subsequent  to  the 
single  instant  which  is  the  subject  of  the  picture ;  and  the 
power  of  showing  us  not  only  what  the  artist  shows  us, 
but  also  that  which  the  latter  can  only  leave  to  our  con- 
jecture. Through  this  liberty  and  this  power  alone  is  the 
poet  enabled  to  rival  the  artist.  Their  works  will  appear 
most  similar  when  their  effects  are  equally  lively,  not 
when  the  one  imparts  to  the  soul  through  the  ear  neither 
more  nor  less  than  the  other  presents  to  the  eye.  If 
Boivin  had  judged  the  passage  of  Homer  according  to  this 
principle,  he  would  not  have  divided  it  into  as  many  pic- 
tures as  he  thought  he  perceived  distinct  periods  of  lime 
in  it.  It  is  true  that  aU  that  Homer  says  could  not  have 
been  combined  in  a  single  picture.  The  accusation  and 
defence,  the  production  of  witnesses,  the  clamours  of  the 
divided  crowd,  the  endeavours  of  the  herald  to  still  the 
tumult,  and  the  decision  of  the  arbitrators,  are  things 
which  must  follow  one  another,  and  cannot  exist  beside 
one  another.  Still,  to  express  myself  scholastically,  what 
is  not  contained  in  the  painting  actu  is  there  virtute ;  and 
the  only  true  method  of  imitating  a  material  pictiure  by 
words  is  that  which  combines  what  is  virtually  implied 
in  it  with  what  is  actually  visible,  and  does  not  confine 
itself  within  the  limits  of  art;  within  which  the  poet 
indeed  can  reckon  the  data  for  a  picture,  but  can  never 
produce  a  picture  itself. 

In  the  same  manner  Boivin  divides  the  picture  of  the 
beleaguered  town^  into  three  different  designs.  He  might 
just  as  well  have  divided  it  into  a  dozen  parts  as  three. 
For  when  he  had  once  failed  to  seize  upon  the  spirit  of  the 
poet,  and  had  required  him  to  submit  to  the  unities  of 
material  painting,  he  might  have  found  so  many  trans* 
gressions  of  these  unities  that  it  would  have  been  almost 
necessary  to  allot  a  separate  compartment  on  the  shield  to 
every  separate  trait  of  the  poet.  But,  in  my  opinion, 
HJomer  has  not  drawn  more  than  ten  distinct  pictures  upon 

•  dad,  XYiii  509. 
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the  entire  Bbield,  each  of  which  he  begins  with  iv  fiey 
lh'€v(€,  or  iv  8k  vovQO'c,  or  ev  8*  erii^ee,  or  ev  Sk  ttoikiAAc  *A/i,<;^t- 
yuiTas.^  Where  there  are  not  these  introductory,  words, 
there  is  no  ground  for  assuming  a  distinct  picture.  On 
the  contrary,  all  they  enclose  must  be  considered  as  a 
single  picture,  wanting  only  that  arbitrary  concentration 
into  a  single  point  of  time  which,  as  a  poet,  he  was  in  no 
way  bound  to  observe.  I  should  rather  say  that  had  he 
maintained  and  rigidly  complied  with  it,  had  he  abstained 
from  introducing  the  smallest  feature,  which  could  not 
have  been  combined  with  it  in  a  material  representation  of 
his  picture,  in  a  word,  had  he  so  acted  as  his  critics  would 
have  desired  him,  he  would  not,  it  is  true,  have  laid  him« 
self  open  to  the  censure  of  these  gentlemen,  but  he  would 
not  have  won  the  admiration  of  any  man  of  taste. 

Pope  approved  of  the  divisions  and  designs  of  Boivin, 
but  'mought  that  he  had  in  addition  made  an  extraordinary 
discovery,  when  he  further  argued  that  each  of  these  sub- 
divided pictures  could  be  indicated  according  to  the  most 
rigid  rules  of  painting  in  vogue  at  the  present  day.    He 
found  contrast,  perspective,  and  the  three  unities  all  most 
strictly  adhered  to  in  them.    But  he  knew  quite  well 
that,  on  the  authority  of  good  and  trustworthy  evidence, 
painting  at  the  time  of  the  Trojan  war  was  still  in  its 
^  cradle.     Homer  therefore  must  either,  by  virtue  of  his 
'   divine  genius,  have  not  so  much  carried  out  what  painting 
could  accomplish  at  that  time  or  in  his  own  day,  as 
divined  what  it  was  capable  of  accomplishing  absolutely ; 
or  the   evidence  itself  cannot  be  of  so  authoritative  a 
I   nature  as  to  outweigh  the  palpable  testimony  of  the  skil- 
I  fully  wrought  shield.    He  who  will  may  adopt  the  former 

*  *  The  first  picture  commences  at  line  483,  and  finishes  at  line  489. 
The  second  lasts  from  490-509;  the  third  from  510-540;  the  fourth 
from  541-549;  the  fifth  from  550-560;  the  sixth  from  561-572;  the 
seventh   from  573-586 ;  the  eighth  from  587-589 ;  the  ninth  from 

1  590-605 ;  and  the  tenth  from  606-608.  The  third  picture  is  the 
only  one  that  has  not  the  introductory  words  quoted  in  the  text ;  but 

I   from  the  words  at  the  commencement  of  the  second — 

'  and  from  the  circumstances  of  the  case  itself,  it  is  plain  enough  that 

it  must  bo  a  separate  picture. 
t  I 
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hypothesis ;  of  the  last,  at  least,  no  one  will  be  persuad 
who  knows  anything  more  of  the  history  of  art  than  t 
mere  data  of  the  historians.  For  the  belief  that  paintii 
in  Homer's  time  was  stiLl  in  its  infancy  is  not  only  sn 
ported  by  the  authority  of  Pliny  and  other  writers,  but 
grounded  upon  the  decisive  proof  afforded  by  the  works 
art  enumerated  by  the  ancients,  that  many  centuries  lal 
art  had  not  advanced  much  further,  and  that  the  paintin 
of  a  Polygnotus,  for  instance,  would  be  far  from  able 
sustain  the  test  which  Pope  believes  the  pictures 
Homer's  shield  are  capable  of  undergoing.  The  two  lar 
pieces  of  this  master  at  Delphi,  of  which  Pausanias  t 
left  us  so  minute  a  description,^  are  plainly  devoid  of  i 
perspective.  The  ancients  possessed  no  knowledge  of  tl 
branch  of  art,  and  what  Pope  adduces  to  show  that  Hon 
had  some  idea  of  it  only  proves  that  his  own  ideas  of  it  we 
of  the  most  imperfect  nature.®  "  That  Homer,"  he  sa; 
^*  was  not  a  stranger  to  aerial  perspective  appears  in  ] 
expressly  marking  the  distance  of  object  from  object : 
tells  us,  for  instance,  that  the  two  spies  lay  a  little  rem( 
from  the  other  figures ;  and  that  the  oak,  under  which  vs 
spread  the  banquet  of  the  reapers,  stood  apart;  what 
says  of  the  valley  sprinkled  aU  over  with  cottages  a 
flocks  appears  to  be  a  description  of  a  large  country 
perspective.  And  indeed  a  general  argument  for  this  m 
be  drawn  from  the  number  of  figures  on  the  shield,  whi 
could  not  be  all  expressed  in  their  full  magnitude,  a 
this  is  therefore  a  sort  of  proof  that  the  art  of  lesseni 
them  according  to  perspective  was  known  at  that  time. 

*  Phocic.  cap.  xxv.-xxxi. 

•  To  prove  that  I  have  just  grounds  for  what  I  say  of  Pope,  I  \ 
quote  in  the  original  the  following  passage  from  him :  '^  That  he  "^ 
no  stranger  to  aerial  perspective  appears  in  his  expressly  mark 
the  distance  from  object  to  object ;  he  tells  us/'  &e.  I  repeat,  P< 
has  here  made  an  entirely  false  use  of  the  term  aerial  pertpeetive  (p 
epective  aerienne) ;  for  it  has  nothing  to  do  with  the  lessening  of  i 
in  proportion  to  distance,  but  merely  expresses  \he  change  and 
creasing  faintness  of  colour,  according  to  the  condition  of  the  air, 
medium  through  which  it  is  viewed.  Any  one  who  could  commit  t 
blunder  must  have  been  igpiorant  of  the  whole  matter. 

^  [Observations  on  the  shield  of  Achilles,  Pope's  Iliad,  B.  x^ 
vol.  V.  p.  169.  edited  by  Gilbert  Wakefield,  B.A.  (Ix>ndon,  T.  Longm 
and  B.  Lawse,  1796).— Tb.] 
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observance  of  the  law,  derived  from  optical  experi- 
that  a  distant  object  appears  less  than  a  neighbour- 
lie,  is  far  from  constituting  perspective  in  a  picture, 
©ctive  requires  a  single  point  of  view,  a  definite, 
•dl  horizon;  and  it  was  in  this  that  the  ancient 
ings  were  deficient.  The  ground  in  the  pictures  of 
rnotus  was  not  horizontal,  but  was  so  excessively 
I  at  the  back  that  the  figures  which  ought  to  have 
behind  appeared  to  be  above  one  another.  And  if 
)06ition  of  different  figures,  and  of  groups  of  them, 
iniversal,  as  seems  to  be  shown  by  the  ancient  bas- 
is, where  the  hindmost  figures  always  stand  higher 
and  overlook,  the  foremost,  it  is  natural  to  assume  that 
jmployed  in  Homer's  description,  and  that  those  of 
3signs  which,  in  accordance  with  this  practice,  can  be 
Lned  in  a  single  picture  are  not  needlessly  separated, 
jquently  the  twofold  scene  in  the  peaceful  town, 
gh  the  streets  of  which  a  joyous  wedding  procession 
3,  whilst  a  weighty  lawsuit  is  being  decided  in  the 
et-place,  does  not  necessarily  involve  two  pictures. 
jr  certainly  might  easily  think  of  them  as  one,  since 
3tured  the  whole  town  from  so  high  a  point  of  view 
16  could  obtain  an  uninterrupted  view  of  the  streets 
aarket-place  at  the  same  time. 

^s  my  opinion  that  real  perspective  in  painting  was 
^ered,  as  it  were,  experimentally  by  means  of  scene 
ing ;  and,  even  when  this  last  had  reached  perfection, 
st  still  have  been  far  from  easy  to  apply  its  rules  to 
ure  painted  on  a  single  surface.  At  any  rate,  in  the 
ings  of  a  later  period  among  the  antiquities  of  Hercu- 
m,  such  numerous  and  manifold  offences  against  per- 
ve  are  to  be  found  as  would  not  be  pardoned  even  in 
ice.^ 

t  I  will  spare  myself  the  trouble  of  collecting  my 
red  observations  on  a  question  of  which  I  may  hope 
i  the  most  satisfactory  solution  in  the  history  of  art 
Eod  us  by  Herr  Winckelmann.* 

•  Betracht.  iiber  die  Malerei,  p.  185. 
»  Written  in  the  year  1763. 

I  2 
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But  I  retnm  to  my  old  path,  if  indeed  one  who  is 
rambling  only  for  his  own  pleasure  can  be  said  to  have 
any. 

What  I  have  asserted  of  bodily  objects  generally  is 
doubl    true  when  applied  to  beautiful  bodily  objects. 

Material  beauty  arises  from  the  harmonious  effect  of 
numerous  parts,  all  of  which  the  sight  is  capable  of  com- 
prehending at  the  same  time.  It  requires,  therefore,  that 
these  parts  should  lie  in  juxtaposition ;  and  since  things 
whose  parts  lie  in  juxtaposition  are  the  peculiar  objects  of 
the  plastic  arts,  these  it  is,  and  these  only,  which  can 
imitate  material  beauty. 

The  poet — since  he  can  only  exhibit  in  succession 
its  component  parts — entirely  abstains  from  the  descrip- 
tion of  material  beauty  as  beauty.  He  feels  that  these 
parts,  ranged  one  after  another,  cannot  possibly  have 
the  effect  that  they  produce  when  closely  arranged 
together;  that  the  concentrating  glance  which,  aner 
their  enumeration,  we  try  to  cast  back  upon  them 
imparts  to  us  no  harmonious  image ;  that  it  sur- 
passes the  power  for  human  imagination  to  represent 
to  oneself  what  effect  such  and  such  a  mouth,  nose, 
and  eyes  will  produce  together  unless  we  can  call  to 
mind  from  nature  or  art  a  similar  composition  of  like 
parts. 

And  in  this  respect  Homer  is  the  ensample  of  8^1  ensam- 
ples.  He  says  Nireus  was  beautiful;  Achilles  was  still 
more  beautiful ;  Helen  was  endowed  with  a  godlike  beauty. 
But  nowhere  does  he  enter  upon  a  detailed  description  of 
these  beauties ;  and  yet  the  whole  poem  is  based  upon  the 
loveliness  of  Helen.  How  a  more  modem  poet  would 
have  dilated  upon  it ! 

There  was  a  certain  Constantinus  Manasses  who  at- 
tempted to  adorn  his  cold  chronicles  with  a  description 
of  Helen.  I  have  to  thank  him  for  his  attempt.  For  I 
really  do  not  know  where  else  I  could  have  extracted  an 
example  from  which  it  would  have  been  so  palpably  clear 
how  foolish  it  may  prove  to  venture  upon  that  which 
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omer  in  Ills  wisdom  has  left  tinattempted.  When  I 
ad  there : — ^ 

5v  ^  ywrj  vepiKoXXrjsf  cvo^pvs  cvxpovorany, 
€V3rap€U>9,  evirpoo-ciMros,  ^ouiTrts,  x^voxP^'^' 
|AiKoj3X60apo9,  d)9pa  vapircDV  yifiov  0X0*0$, 
XevKoPpaxfnoVy  rpvificpay  KoXkos  avriKpvs  tpurvow^ 
TO  wpwrunrw  KaroXcvKov,  17  vapeia  poS6)(povSf 
rd  vpia'tairov  iiri^apiy  to  p\€<fiapov  &paiov^ 
fcoAAos  av€9rtT^8€vrov,  aPaimxrroVy  avT6)(poWf 
tPa'ttT€  T^v  XeuKonyra  po8o)(pCa  irvptvjy, 
cbs  €1  rts  Tov  cXe^vra  fidij/ei  Xap/7rp^  vopKJivp^ 
Sciprj  fJLOJcpdf  KaroXcvKos,  o^ev,  ifwOovpyi^thj 
KUKVcycvrj  rrjv  fvoTrrov  'EXaryp/  •^(jrqpja.riZfiiv, 

'  Gonstantiniis  Manasses,  Oompend.  Ohron.  p.  20,  edit.  Yenet.  Ifma 
tcier  was  well  pleased  with  the  whole  of  Hiis  portrait  by  Manasses, 
9rt  of  the  tautologies :  *'  De  Helenas  pulchritudine  omnium  optime 
»n8tanfinus  Manasses,  nisi  in  eo  tautologiam  reprehendas  (Ad 
rctin  Oretensem,  lib.  1.  cap.  3,  p.  5).  She  also  quotes,  after  Mezeriac 
omment.  sur  les  Epltres  d'Ovide,  ii.  361),  the  descriptions  which 
ires,  Phrygius,  and  Oedrenus  give  of  the  beauty  of  Helen.  In  the 
it  there  occurs  a  trait  which  sounds  rather  curious.  Dares  pointedly 
^s  of  Helen  that  she  had  a  mole  between  her  eyebrows :  **  notam  inter 
o  sopercilia  habentem."  Surely  that  wcus  no  beauty  I  I  wish  that  the 
ench  lady  had  given  her  opinion  upon  it.  My  own  belief  is  that  the 
rd  nota  is  here  corrupt,  and  that  Dares  is  speaking  of  what  the 
eeks  used  to  call  /xeaiippvoy,  and  the  Latins  glabella.  The  cye- 
)WB  of  Helen,  he  means  to  say,  dkl  not  meet,  but  were  slightly 
Mirated.  The  ancients  were  divided  in  their  taste  upon  this  point, 
me  admired  a  space  between  the  eyebrows,  some  not  (Junius,  de 
stura  Yet.  lib.  iii.  cap.  9,  p.  245).  Anacreon  held  a  middle  course  ; 
)  eyebrows  of  his  beloved,  maiden  were  neither  strikingly  divided, 
r  did  they  run  completely  into  each  other.  They  died  away  gently 
0  a  single  point.  He  says  to  the  artist  who  is  painting  her  (Od.  28; : — 

rh  fieaSippvov  $i  /u^  fioi 
SiciKoirre,  fiiire  fjdcrye. 
ix^^  ^*y  Sirctfs  iKctmif 
t\  \€\ri6^6»s  a^yoippvv 
fi\€<l>dpcov  Xrvv  K€\oLarfitr 

is  la  Pauw's  reading,  but  the  ordinary  one  admits  of  the  same  sense 
ng  put  upon  it,  which  has  been  rightly  given  by  Hem  Stephanus:^ 

•*  Supercilii  nigrantes 
Discrimina  nee  arcus 
Gonfundito  neo  iUos : 
Bed  junge  sic  ut  anceps 
Divortium  relinquas, 
Quale  esse  cemis  ipsi." 
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I  seem  to  see  stones  being  rolled  up  a  mountain,  upon 
whose  summit  a  magnificent  structure  is  to  be  raised  out 
of  them,  but  which  all  of  their  own  accord  roll  down  on 
the  other  side.  What  image  does  this  throng  of  words 
leave  behind  it?  What  was  the  appearance  of  Helen?  It 
a  thousand  persons  were  to  read  this  description,  would 
not  every  one  of  them  form  a  different  idea  of  her? 

Still,  it  is  true  the  politic  verses  of  a  monk  are  not 
poetry.  Let  us  listen  to  Ariosto  whilst  he  describes  his 
bewitching  Alcina : — ^ 

If  then  I  have  hit  upon  Dares*  meanmg,  what  word  must  be  read  for 
notam  ?  Perhaps  Tnoram.  At  any  rate  it  is  certain  that  mora  means 
not  only  the  lapse  of  time  before  the  occurrence  of  any  event,  but  also 
the  impediment,  the  space,  which  separates  one  thing  firom  another. 

"  Ego  inquieta  montium  jaceam  mora," 

is  the  wish  of  the  raying  Hercules  in  Seneca  (y.  1215),  which  passage 
Gronovius  has  well  expMned  as  follows :  *'  Optat  se  medium  jacere  inter 
duas  S^plegades,  ilkrum  yelut  moram,  impedimentum,  obicem ;  qui 
eas  moretur,  yetet  aut  satis  arete  conjungi,  aut  rursus  distrahi."  The 
same  poet  uses  the  phrase  lacertorum  morie  as  equiyalent  to  juneturss 
(Sohroederus,  ad.  y.  762,  Thyest.). 

^  Orlando  Furioso,  Canto  yii.  St.  11-15 :  ^^  She  was  in  person  so 
well  formed  as  was  not  to  be  depicted  but  by  skilled  painters :  with 
yellow  hair,  long  and  knotted  up,  than  which  no  gold  is  more  resplen- 
dent and  lustrous.  In  her  delicate  cheek  were  spread  the  mingled 
hues  of  roses  and  lilies,  of  smooth  ivory  was  her  joyous  brow,  whose 
expanse  was  confined  within  due  bounds. 

**  Beneath  two  black  and  yery  delicate  arches  are  two  black  eyes,  or 
rather  two  shining  suns,  sweetly  piteous  in  look  and  slow  in  movement: 
around  which  love  seems  to  play  and  fly,  and  shoot  thence  his  whole 
quiver,  visibly  invading  hearts.  Thence  in  the  middle  of  the  counten- 
ance descends  the  nose  which  envy  knows  not  how  to  make  better. 

**  Beneath  which,  a.s  it  were  between  two  vales,  is  the  month  endued 
with  native  cinnabar.  Here  are  two  rows  of  choicest  pearls  which  a 
beauteous  and  sweet  lip  shuts  and  opens.  Thence  issue  the  gracious 
words  which  make  gentle  each  rude  and  rugged  heart.  Here  forms 
iteelf  that  kindly  smile  which  discloses  in  itself  a  paradise  upon  euth. 

'*  White  as  snow  is  the  beautiful  neck,  as  milk  the  breast :  the  neck 
is  round,  the  breast  swelling  and  large.  Two  young  apples  made  of 
pure  ivoiy  come  and  go  like  a  wave  on  the  ocean  shore  when  a 
gentle  gale  falls  on  the  sea."  (The  rest  Argus  himself  would  not 
have  been  able  to  see ;  but  it  was  easy  to  judge  wat  what  was  oonoealed 
agreed  with  what  was  visible  to  the  eye.} 

**  The  arms  show  themselves  of  due  measure :  and  the  white  hand  is 
often  seen,  somewiiat  long  and  of  small  breadth,  on  which  j»o  knot  is 
visible,  nor  vein  protrudes.  At  the  extremity  of  this  glorious  form  the 
short  and  dry  and  rounded  foot  is  seen.  The  angelic  semblances  in 
heaven  conceiyed  are  not  to  be  concealed  beneath  any  veil.'* 
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**Di  persona  era  tanto  ben  formata, 
Qnanto  mai  finger  san  Pittori  industri  : 
Con  bionda  chioma,  Innga  ed  annodata, 
Oro  non  h,  cbe  piti  risplenda,  e  Instri, 
Spargeasi  per  la  guancia  delicata 
Misto  color  di  rose  e  di  lignstri. 
Di  terso  avorio  era  la  fronte  lieta, 
Cbe  lo  spazio  finia  con  giusta  meta. 

"  Sotto  duo  negri,  e  sottilissimi  arcbi 
Son  dno  negri  occbi,  anzi  dno  cbiari  soli, 
Fietosi  a  riguardare,  a  mover  parcbi, 
Intorno  cui  par  cb'  Amor  scberzi,  e  voli, 
E  cb'  indi  tutta  la  faretra  scarcbi, 
E  cbe  visibilmente  i  cori  involi. 
Qnindi  il  naso  per  mezzo  il  viso  scende, 
Cbe  non  trova  1*  invidia  ove  V  emende. 

"  Sotto  qnel  sta,  quasi  fra  due  vallette, 
La  bocca  sparsa  di  natio  cinabro ; 
Quivi  due  filze  son  di  perle  elette, 
Cbe  cbiude  ed  apre  un  bello  e  dolce  labro ; 
Quindi  escon  le  cortesi  parolette 
Da  render  molle  ogni  cor  rozzo  e  scabro ; 
Quivi  si  forma  quel  suave  rise, 
Cb'  apre  a  sua  posta  in  terra  il  paradise. 

"  Bianca  neve  6  il  bel  coUo,  e  '1  petto  latte : 
H  coUo  e  tondo,  il  petto  colmo  e  largo. 
Due  pome  acerbe,  e  pur  d'avorio  fatte, 
Vengono  e  van,  come  onda  al  prime  margo, 
Quando  piacevole  aura  il  mar  combatte. 
Non  potria  V  altre  parti  veder  Argo : 
Ben  si  puo  giudicar  cbe  corrisponde, 
A  quel  cb'  appar  di  fuor,  quel  cbe  s'  asconde. 

"  Mostran  le  braccia  sua  misura  giusta ; 
E  la  Candida  man  spesso  si  vede, 
Lungbetta  alquanto,  e  di  largbezza  angusta. 
Dove  ne  node  appar,  ne  vena  eccede. 
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Si  vede  al  fin  della  persona  augosta 
H  breve,  ascintto,  e  ritondetto  piede. 
Gli  Angelici  sembianti  nati  in  cielo 
Non  si  ponno  celar  sotto  alexin  velo.*' 

Milton,  when  speaking  of  the  Pandemonium,  saya— 
"  The  work  some  praise,  and  some  the  architect." 

The  praise  of  the  one,  therefore,  does  not  always  imply 
the  praise  of  the  other.  A  work  of  art  may  deserve  aU 
possible  approbation  without  affording  any  special  renown 
to  the  artist.  On  the  other  hand,  an  artist  may  justly 
demand  our  admiration,  even  though  his  work  do  not 
afford  us  full  satisfaction.  This  principle  should  never  be 
forgotten,  and  it  wiU  often  enable  us  to  reconcile  entirely 
conflicting  judgments.  This  is  the  case  here.  Dolce  in 
his  dialogues  on  painting  makes  Aretino  speak  in  the 
most  exaggerated  terms  of  the  stanzas  I  have  just  quoted.^ 
I,  on  the  contrary,  have  selected  it  as  an  instance  of 
painting  without  picture.  We  are  both  in  the  right. 
Dolce's  admiration  is  called  forth  by  the  knowledge  of 
physical  beauty  which  the  poet  displays  in  it ;  whust  I 
look  merely  to  the  effect  which  this  knowledge,  when 
expressed  in  words,  can  produce  upon  my  imaginative 
powers.  Dolce  concludes  from  this  knowledge  that  good 
poets  are  no  less  good  painters;  and  I  from  this  effect, 
that  what  is  most  easily  expressed  by  the  painter  through 
lines  and  colours  is  most  difficult  to  be  expressed  by 
words.  Dolce  recommends  Ariosto's  description  to  all 
artists  as  the  most  perfect  image  of  a  beautiful  woman, 
whilst  I  hold  it  up  to  all  poets  as  a  most  instructive 
warning  not  to  essay  still  more  disastrously  what  with 
an  Ariosto  must  needs  fail.  It  may  be  that  when  Ariosto 
says — 

"  Di  persona  era  tanto  ben  formata, 
Quanto  mai  finger  san  Pittori  industri  ** 

'  Dialogo  della  Pittura,  intitolato  V  Aretino :  Firenze,  1785,  p. 
178 :  '*  Se  yogliono  i  Pittori  senza  fatica  trovare  nn  perfetto  esempio 
di  bella  Donna,  leggano  quelle  stanze  dell'  Aiiosto,  nelle  qnali  egli 
disorive  mirabilmente  le  bellezze  della  Fata  Alcina :  e  vodranno  paii- 
mente,  quanto  1  buoni  Pooti  siano  ancora  essi  Pittori." 
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—he  proves  that  lie  thorongUy  understood  the  mles  of 
proportion  as  they  have  always  been  studied  by  the  most 
industrious  artist  from  nature  and  the  antique.^  It  may 
be  that  in  the  mere  words — ' 

'*  Spargeasi  per  la  guancia  delicata 
Misto  color  di  rose  e  di  ligustri  " 

—he  shows  himself  to  be  the  most  complete  master  of 
odonring,  a  very  Titian.^  We  may,  from  the  fact  that 
he  only  compares  the  hair  of  Alcina  to  gold,  but  does  not 
call  it  golden,  conclude,  with  equal  significance,  that  he 
disapproved  of  the  use  of  an  actually  golden  tint.  We 
may  even,  in  the  descending  nose — 

*^  Quindi  il  naso  per  mezzo  il  viso  scende  " 

—discover  the  profile  of  those  ancient  Greek  noses  which 
were  afterwards  borrowed  from  the  Grecian  artists  by  the 
Romans.  What  is  the  use  of  all  this  learning  and  obser- 
vation to  TuM  readers",  whose  desire  is  to  believe  that  we 
see  a  beautiful  woman,  and  to  feel  at  that  belief  some  of 
those  soft  emotions  of  the  blood  which  accompany  the 
actual  sight  of  beauty  ?  If  the  poet  does  know  by  what 
proportions  a  beautiful  form  is  produced,  do  we  thereby 
know  it  too  ?  And  even  if  we  do  know  it,  does  he  cause 
OS  to  see  these  proportions  here?  or  does  he  make  the 
difl&cxdty  of  remembering  them  in  a  lively  and  compre- 
! 

*  Dialogo  della  Pittura,  intitolato  TAretino:  **Eoco,  che,  quanto 

alia  proportione,  T  ingeniosissimo  Ariosto  asse^na  le  migUore,  che 

f     sappiano  fonnar  le  mani  de'  piU  eccellenti  Pitton,  usando  questa  voce 

i     industri,  per  dinotar  la  diligenza,  che  conviene  al  buono  artefice." 

t         *  Ibid.  p.  182:  *'Qui  T Ariosto  colorisoe,  e  in  questo  suo  colorire 

dimostra  essere  un  Titiano." 

'  Ibid.  p.  180 :  ^'Foteva  T  Ariosto  nella  guisa,  che  ha  detto  chioma 
bionda,  dir  chioma  d'  oro :  ma  gli  parve  forse  che  avrebbe  avuto  troppo 
del  poetico.  Da  che  si  pub  ritrar,  chel  Pittore  dee  imitar  Tore,  e  non 
metterio  (come  fanno  i  Miniatori)  nelle  sue  Pitture,  in  modo,  che  si 
possa  dire,  que'capelli  non  sono  d'oro,  ma  pur  che  risplendano,  come 
r  oio."  Dolce's  subsequent  quotation  from  Athensaus  is  only  remarkable 
for  its  inaccuracy.    I  speak  of  it  at  another  place. 

Ibid.  p.  182 :  **  II  ntCso,  che  discende  ^iii,  avendo  peraventura  la  con- 
•ideratione  a  quella  forme  de*  nasi,  ohe  si  veggono  ne  ritratti  delle  belle 
Bomane  anticne.*' 
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hensible  manner  in  the  least  degree  lighter  ?    A  forehoftd 
confined  within  the  proper  limits — 

"  la  fronte, 

Che  lo  spazio  finia  con  ginsta  meta ; " 

a  nose  in  which  envy  itself  finds  nothing  to  improve^ 
"  Che  non  trova  1*  inyidia ,  ove  V  emende ; " 

a  hand  somewhat  long  and  tsmall  in  breadth — 

"  Lnnghetta  alqnanto,  e  di  larghezza  angusta ;  ^ 

what  image  do  all  these  general  phrases  call  np  ?  In  the 
month  of  a  drawing  master  who  wished  to  call  the  atten- 
tion of  his  scholars  to  the  beanties  of  the  class-model  they 
might  mean  something;  for  let  his  pnpils  have  bnt  one 
look  at  his  model  and  they  see  the  proper  limits  of  the 
joyous  forehead,  they  see  the  fairest  chiselling  of  the  nose, 
the  narrowness  of  the  delicate  hand.  Bnt  in  the  poet  I  see 
nothing,  and  perceive  with  vexation  the  luselessness  of 
my  most  strenuons  efforts  to  see  something. 

In  this  point,  in  which  he  can  imitate  Homer  merely 
by  doing  nothing,  Virgil  also  has  been  tolerably  happy. 
His  Dido,  too,  is  never  anything  more  to  him  than  "  pm- 
cherrima  Dido."  When  he  wishes  to  be  more  circum- 
stantial about  her  he  is  so  in  the  description  of  her  rich 
dress  and  magnificent  appearance— 

"  Tandem  progreditur        .... 
Sidoniam  picto  chlamydem  circumdata  limbo : 
Cui  pharetra  ex  auro,  crines  nodantnr  in  aurom, 
Aurea  purpuream  subnectit  fibula  vestem." ' 

If  therefore,  on  this  account,  any  one  were  to  apply  to  him, 
what  that  ancient  artist  said  to  a  pupil  who  had  painted  a 
Helen  covered  with  ornaments,  "  Since  you  could  not  paint 
her  beautifal,  you  have  at  least  made  her  fine,"  Virgil 
would  reply,  "  It  is  not  my  fault  that  I  could  not  paint 
her  beautifal ;  the  blame  falls  upon  the  limits  of  my  art ; 
be  it  my  praise  to  have  restrained  myself  within  these 
limits." 

I  must  not  here  forget  the  two  songs  of  Anacreon,  in 

^  JSneid,  iv.  136. 
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he  analyses  for  us  the  beauty  of  his  mistress,  and  ot 
ithyllus.®  The  device  which  he  employs  makes  all 
He  imagines  that  he  has  a  painter  before  him,  who 
•king  under  his  eye.  Thus,  says  he,  paint  me  the 
thus  the  brow,  the  eyes,  the  mouth ;  thus  the  neck 
osom;  thus  the  hip  and  hands.  What  the  artist 
only  put  together  part  by  part  the  poet  could  only 
Lirections  for  part  by  part.  It  is  not  his  intention 
1  these  oral  directions  to  the  painter  we  should  feel 
jknowledge  the  whole  beauty  of  the  beloved  object ; 
oself  perceives  the  incapabiUty  of  words  to  expreb<s 
L  for  that  very  reason  summons  to  his  aid  the  expres- 
F  art,  the  illusion  of  which  he  so  highly  extols,  that 
tiole  song  appears  to  be  an  ode  in  the  praise  of  art 
•  than  of  his  mistress.  He  sees  not  her  image,  but 
f,  and  fancies  that  she  is  on  the  point  of  opening  her 
L  to  speak. 

aire^ei  jSActto)  yap  avnjv' 

lis  sketch  of  Bathyllus  also  the  praise  of  the  beautifal 
so  interwoven  with  that  of  the  art  and  the  artist, 
b  becomes  doubtful  in  whose  especial  honour  Anacreon 
>sed  the  song.  He  combines  the  most  beautiful 
ns  from  different  pictures  in  which  the  pre-eminent 
less  of  these  portions  was  the  characteristic ;  the  neck 
rowed  from  an  Adonis,  the  breast  and  hands  from 
•cury,  the  thighs  from  a  Pollux,  the  belly  from  a 
us ;  until  at  last  he  sees  the  whole  of  Bathyllus  ii: 
hed  Apollo  of  the  artist. 

/xerot  8c  TTpotrtiiTrov  Ioto), 
rov  'ASwvtSos  irapeX-OiiiV 
ik€<l>dvTLVOS  Tpd)(rj\os!' 
fierafid^LOV  8c  ttoUl 
8t8vfias  T€  X€lpas  '^pfioVf 

JIo\vS€VK€0^    8c    fJLTJpOV^ 

A.LOvvaLrjv  8c  vrjSvv, 
*  •  •  •  • 

rbv  'ATToAAwva  Sk  tovtov 
KaOtXtav,  woUl  'BdOvXXov* 

•  0([.  XXV)  Ji.  xxix. 
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Lnoian  also  knew  not  how  to  convey  any  idea  of  the 
beauty  of  Panthea  otherwise  than  by  a  reference  to  the 
most  lovely  female  statues  of  the  old  artists.®  Yet  what  jb 
this  but  an  acknowledgment  that  language  by  itself  is 
here  without  power;  that  poetry  falters  and  eloquence 
grows  speechless,  unless  art,  in  some  measure,  serve  them 
as  an  interpreter. 

■ot     ■ 
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But  does  not  poetry  lose  too  much  if  we  deprive  her  of 
all  pictures  of  physical  beauty  ?  Who  would  deprive  her 
of  them?  Because  we  endeavour  to  inspire  her  with  a 
dislike  of  a  single  path,  in  which  she  expects  to  attain  to 
such  pictures  while  searching  after  and  painfally  wander- 
ing among  the  footsteps  of  her  sister  art,  without  ever 
reaching  the  same  goal  as  she  :  because,  I  say,  we  would 
debar  her  from  such  apath  as  this,  do  we  exclude  her  from 
every  other,  where  art  in  her  turn  must  gaze  after  her 
steps  ? 

Even  Homer,  who  so  diligently  abstains  from  all  detailed 
descriptions  of  material  beauties,  from  whom  we  but  just 
learn  by  a  passing  notice  that  Helen  had  white  arms^  and 
beautiful  hair,^  even  he,  for  all  this,  knew  how  to  convey 
to  us  an  idea  of  her  beauty,  which  far  exceeds  anything 
that  art  with  this  aim  is  able  to  accomplish.  Let  us  oall 
to  mind  the  passage  where  Helen  steps  into  an  assembly 
of  the  elders  of  the  Trojan  people.  The  venerable  old  men 
seo  her,  and  one  said  to  the  other — 

ov  vifieais,  Tpcoas  kol  ivKvrjfuBas  'A;((uovs 
roiyS^  afJL<l>l  ywaiKt  iroXvv  )(p6vov  aXyea  iraa^ccy* 
aivcos  aOavdrgai  6€^s  cis  wira  Ioikcv.^ 

What  can  impart  a  more  lively  idea  of  beauty  than  that 
cold  old  age  should  confess  it  to  be  worthy  of  that  war 
which  had  cost  so  much  blood  and  so  many  tears. 

What  Homer  could  not  describe  by  its  constituent  parts 
he  forces  us  to  acknowledge  in  its  effect.  Paint  for  us,  ye 
poets,  the  delight,  the  affection,  the  love,  the  rapture  which 

"  ElnSyts,  YoL  ii.  p.  481.    Edit.  Beitz. 
>  Iliad,  iU.  121.  •  Ibid.  329.  »  Ihid,  ISO. 
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beauty  prodnces,  and  you  have  painted  beauty  itself.  Wlio 
can  image  to  himself  as  ugly  the  beloved  object  at  whose 
fd^'  Sappho  confesses  she  is  deprived  of  all  sense  and 
mmght?  Who  does  not  believe  that  he  sees  the  most 
perfectly  beantifal  form  as  soon  as  he  sympathizes  with 
the  feelmgs  which  only  such  a  form  can  awaken  ?  We 
beUev©  w©  enjoy  the  sight  that  Ovid  enjoyed,*  not  because 
lie  exhibits  to  us  the  beautiful  form  of  his  Lesbia  part  by 
part — 

"  Quos  humeros,  quales  vidi  tetigique  lacertos ! 
Forma  papillarum  quam  fait  apta  premi  I 
Le:I         Quam  castigato  planus  sub  pectore  venter! 
i  Quantum  et  quale  latus  I  quam  juvenile  femur  I" 

but  because  he  does  it  with  that  licentious  intoxication 
by  which  our  longings  are  so  easily  aroused. 

Again,  another  means  by  which  poetry  comes  up  with 
art  in  the  description  of  typical  beauty  is  the  change  of 
beauty  into  charm.  Charm  is  beauty  in  motion,  and  is,  for 
this  very  reason,  less  suitable  to  the  painter  than  to  the 
poet.  The  painter  can  only  leave  motion  to  conjecture, 
while,  in  fact,  his  figures  are  motionless.  Consequently, 
with  him,  charm  becomes  grimace.  But  in  poetry  it 
remains  what  it  is,  a  transitory  beauty  that  we  would 
gladly  see  repeated.  It  comes  and  goes ;  and  since  we  can 
generally  recall  to  our  minds  a  movement  more  easily  and 
vividly  than  mere  forms  or  colours,  charm  necessarily,  in 
the  same  circumstances,  produces  a  stronger  effect  upon  us 
than  beauty.  All  that  is  pleasing  and  stirring  in  the 
description  of  Alcina  is  charm.  Her  eyes  make  an  impres- 
sion upon  us,  not  because  they  are  black  and  fiery,  but 
because — 

"  Pietosi  a  riguardar,  a  mover  parchi  " 

— they  look  gracefully  around  her,  and  move  slowly  because 
love  hovers  over  them,  and  empties  his  whole  quiver  from 
them.  Her  mouth  enraptures,  not  because  two  rows  of 
choice  pearls  are  inclosed  by  the  native  vermilion  of  her 
lips,  but  because  here  is  formed  that  lovely  smile  which 
in  itself  already  opens  a  paradise  upon  earth ;  because  from 

♦  Ovid,  Amor,  lib,  i,  oKg.  v.  18. 
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it  proceeds  the  soimd  of  those  friendly  words  by  which 
every  rude  heart  is  softened.  Her  bosom  charms,  less 
because  milk  and  ivory  and  apples  are  called  up  by  its 
whiteness  and  delicate  shape,  than  because  we  see  it  softly 
swell  and  fall,  as  the  wave  upon  the  extreme  edge  of  the 
shore,  when  the  zephyr  playfully  contends  with  the  ocean. 

"  Due  pome  acerbe,  e  pur  d'  avorio  fatte, 
Vengono  e  van,  come  onda  al  primo  margo, 
Quando  piacevole  aura  il  mar  combatte." 

I  am  convinced  that  a  few  such  traits  as  these,  compressed 
into  one  or  two  stanzas,  would  produce  a  far  higher  effect 
than  all  the  five  to  which  Ariosto  spreads  them  out  while 
weaving  amongst  them  cold  features  of  a  beautiful  form, 
far  too  learned  to  affect  our  feelings. 

Anacreon  himself  chose  to  fall  into  the  seeming  impro- 
priety of  requiring  an  impossibility  of  the  painter,  rathei 
than  to  leave  the  form  of  his  mistress  unenlivened  by 

charm.  ^    ^ 

Tpv<l}€p<nj  8    Icro)  ytv€iov 

irepl  XvySivta  Tpap^^Aip 

XapiTCS  Trerofcvro  iraa-cu. 

He  bids  the  artist  make  all  the  graces  hover  around  her 
soft  chin,  her  marble  neck !  How  so  ?  According  to  the 
closest  interpretation  of  the  words,  his  command  was 
incapable  of  being  executed  in  painting.  The  painter 
might  impart  to  the  chin  the  most  beautiful  rounding  and 
the  sweetest  dimple, "  Amoris  digitulo  impressum  "  (for  the 
€0-0)  appears  to  me  to  allude  to  a  dimple).  He  might 
impart  the  loveliest  carnation  to  the  neck,  but  further  he 
could  not  go.  The  turnings  of  this  beauteous  neck,  the 
play  of  the  muscles,  by  which  that  dimple  became  now 
more,  now  less  visible,  all  that  is  properly  charm  lay 
beyond  his  power.  The  poet  said  all  his  art  could  say  to 
make  beauty  palpable  to  us,  in  order  that,  in  imitation  of 
him,  the  painter  also  should  aim  at  the  highest  expression 
of  it  in  his.  It  is  a  fresh  example  of  the  observation  I 
made  above,  that  the  poet,  even  when  speaking  of  works 
of  art,  is  not  bound  to  restrain  himself  in  his  description 
within  the  limits  of  art. 
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Zedhs  painted  a  Helen,  and  had  the  courage  to  write  below 

the  picture  those  renowned  lines  of  Homer  in  which  the 

eiuraptured  elders  confess  their  sensations.    Never  have 

painting  and  poetry  been  engaged  in  another  such  contest. 

The  victory  remained  undecided,  and  both  deserved  a 

crown. 

For  just  as  the  wise  poet  showed  us  the  beauty,  which 

,  I  lie  felt  he  could  not  paint  according  to  its  constituent 

I  parts,  merely  in  its  effect,  so  the  no  less  wise  painter 

^  1  showed  us  that  beauty  by  nothing  but  those  parts,  and  held 

I  it  unbecoming  for  his  art  to  have  recourse  to  any  other 

'  means  of  help.    His  picture  consisted  of  a  single,  nude, 

standing  figure  of  Helen.    For  it  is  probable  that  it  was 

the  same  that  he  painted  for  the  people  of  Cortona.^ 

Let  us  compare  with  this,  for  curiosity's  sake,  the 
picture  which  Caylus  sketches  for  the  modem  artist  from 
these  lines  of  Homer.  **  Helen,  covered  with  a  white  veil, 
appears  in  the  midst  of  several  old  men,  Priam  among  the 
I  number,  who  is  recognizable  by  the  emblems  of  his  royal 
}  dignity.  The  artist  must  especially  exert  his  skill  to  make 
us  feel  the  triumph  of  beauty  in  l2ie  eager  glances  and  in 
all  the  expressions  of  astonished  admiration  depicted  on 
the  countenances  of  the  old  men.  The  scene  is  over  one 
of  the  gates  of  the  town.  The  backgroxmd  of  the  painting 
may  be  lost  either  in  the  open  sky,  or  against  the  higher 
buildings  of  the  town.  The  first  would  be  the  boldest, 
but  the  one  would  be  as  suitable  as  the  other." 

But  let  us  suppose  this  picture  executed  by  the  first 
master  of  our  time,  and  compare  it  with  the  work  of  Zeuxis. 
Which  will  show  the  real  triumph  of  beauty  ?  The  latter, 
in  which  I  feel  it  itself,  or  the  former,  in  which  I  am 
obliged  to  gather  it  from  the  grimaces  of  excited  grey- 
beards ?  "  Turpe  senilis  amor  I" . an  expression  of  eagerness 
makes  the  most  venerable  face  ridiculous,  and  an  old  man 
who  betrays  youthful  desires  is  even  a  disgusting  object. 
This  objection  cannot  be  applied  to  Homer's  elders ;  for  the 

^  Yal.  Maximus,  lib.  iii.  cap.  7.  Dionysius  Halicamass.  Art.  Khet  cap. 
12.  Ucpl  Xoy&y  i^erdrtcos. 
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passion  which  they  feel  is  but  a  momentaiy  spark,  which 
their  wisdom  at  once  extinguishes;  and  is  intended  to 
conduce  to  the  honour  of  Helen,  but  not  to  put  themselTes 
to  shame.  They  confess  their  feelings,  and  immediately 
add— 

dAXa  Kal  ws  roCrj  wep  core',  cv  vrpxrl  V€i<r0mf 
fjLtjS^  •^fuv  reKiecL  r    &7rL€r<r(o  Trrjiia  AxVotro. 

Without  this  resolution,  they  would  have  been  old  fools; 
which  is,  in  fact,  what  they  appear  in  Caylus's  picture.  And 
to  what  is  it  they  are  directing  their  eager  glances  ?  To 
a  masked,  veiled  figure.  Is  that  Helen  ?  It  is  incompre- 
hensible to  me  how  Caylus  could  here  leave  her  the  veil. 
It  is  true  Homer  expressly  gives  her  one : — 

avrUa  8'  apycwgo'i  Kokvil/afiarrj  oOovfia-LVf 
wpfiaT*  Ik  OaXdfioio. 

But  it  was  in  order  to  pass  along  the  streets  in  it;  and, 
even  if  the  elders  do  express  their  admiration  before  she 
appears  to  have  taken  oflf  or  thrown  back  her  veil,  it  was 
not  the  first  time  they  had  seen  her.  Their  confession 
need  not,  therefore,  arise  from  the  present  momentary 
view  of  her,  but  they  might  have  often  experienced  before 
the  feelings  which  on  this  occasion  they  for  the  first  time 
acknowledged.  In  the  painting,  however,  it  is  nothing 
of  the  kind.  When  I  see  old  men  in  raptures  I  naturally 
expect  to  see  what  it  is  that  has  produced  them ;  and  I 
am  exceedingly  surprised  if,  as  before  said,  I  perceive 
nothing  but  a  masked  and  veiled  figure  at  which  they 
are  fervently  gazing.  How  much  of  Helen  is  there  in 
this  figure  ?  Her  white  veil,  and  part  of  her  well-pro- 
portioned outline,  as  far  as  outline  can  be  visible  beneath 
drapery.  But  perhaps  it  was  not  the  intention  of  the 
Count  that  her  face  should  be  covered,  and  he  merely 
mentions  the  veil  as  a  part  of  her  dress.  If  this  is  the 
case  (his  words,  "  H^lene  couverte  d'un  voile  blanc,"  are 
scarcely  capable  of  such  an  interpretation),  I  find  another 
cause  for  astonishment.  He  gives  the  artist  the  most 
careful  directions  about  the  expression  in  the  faces  of  the 
old  men ;  but  upon  the  beauty  in  the  countenance  of 
Helen  he  does  not  waste  a  single  word.    This  demure 
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beadigr»  timidly  approaching  with  the  glitter  of  a  re- 
pentant tear  in  her  eye.  What  ?  Is  the  highest  beauty 
BO  fioniliar  to  our  artists  that  they  require  no  reminding 
of  it?  Or  is  expression  more  than  beauty?  And  in 
painting,  as  upon  the  stage,  does  the  plainest  actress 
umnediately  pass  for  a  charming  princess  if  her  prince 
does  but  make  a  passionate  declaration  of  love  to  her  ? 

Id  truth  the  painting  of  Caylus  would  bear  the  same 
relation  to  that  of  Zeuxis  as  pantomime  does  to  the  most 
exalted  poetry. 

Homer  was  incontestably  more  industriously  studied  by 
the  ancients  than  by  us.  Yet  one  finds  no  mention  of  any 
such  great  number  of  pictures  for  which  ancient  artists  were 
indebted  to  him.^  They  appear  to  have  made  industrious 
use  of  a  mere  indication  on  the  part  of  the  poet  of  particular 
material  objects  of  beauty ;  these  they  painted,  and  fxilly 
felt  that  it  was  in  these  objects  alone  that  they  were 
capable  of  really  rivalling  the  poet.^  Besides  the  Helen, 
Zeuxis  had  also  painted  the  Penelope;  and  the  Diana  of 
Apelles  resembled  Homer's  in  the  accompanying  train  of 
her  nymphs.  I  will  take  this  occasion  to  mention  that 
the  passage  of  Pliny,  in  which  this  last  is  spoken  of, 
f    stands  in  need  of  an  emendation.^     The  ancient  artists  do 

*  Fabricii  Bibliotheo.  Grsec.  lib.  ii.  cap.  vi.  p.  345. 

•  [That  is  to  say :  the  ancients  must  have  become  fully  aware  of  the 
general  unsuitabllity  of  Homer  for  pictorial  illustration,  hence  they 
eagerly  availed  themselves  of  slight  indications  of  subjects,  in  the  man- 
ner that  Lessing  goes  on  to  exemplify. — Ed.] 

♦  PUny  says  of  Apelles  (lib.  xxxv.  sect  36, 17)  :  "  Fecit  et  Dianam 
sacrificantium  virginum  chore  mixtam ;  quibus  vicisse  Homeri  versus 
videtur  id  ipsum  describentis."  Nothing  can  be  more  true  than  this 
praise.  A  beautiful  goddess,  surrounded  by  beautiful  nymphs,  and  taller 
than  them  by  the  whole  of  her  majestic  forehead,  is  indeed  a  subject 
fitter  for  painting  than  for  poetry.  The  word  tacrificantium  however 
is,  in  my  opinion,  very  suspicious.  What  is  the  goddess  doing  among 
eacrificing  virgins  ?  Is  this  the  occupation  of  the  companions  of  Diana 
In  Homer  ?  Not  at  all ;  they  roam  with  her  over  hill  and  through 
forest ;  they  hunt,  sport,  and  dance  (Odyss.  vi.  102) : — 

o'/t)  8'  "Aprcfjus  elai  Kar*  oijpeos  lox^aipaj 
^  Karh  TritytTOV  ir€ptiJ/l}K€Tov  fj  *'Ep{>fjLat/6oVp 
Tcpvofiivri  K&irpouTi  koL  wKsi-ps  i\d<poiai' 
7$  8^  0'  &fia  NtJ/ic^ou,  Kovpai  Aths  aiyt6xoiOf 
aypovSfioi  iraS^ovo'i  ^        •         •         •         . 
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not  appear  to  have  Iiad  any  taste  for  painting  aoi 
taken  from  Homer,  simply  because  tHey  offer  a  rich  < 
position,  striking  contetsts,  and  artistical  chiarosc 
nor  could  they  have  indulged  such  a  taste  so  long  ai 
restrained  itself  within  the  narrow  limits  of  its  hig 


Pliny  therefore  must  have  written,  not  8(ierificantiumy  but  venan 
or  something  like  it ;  perhaps  aylvis  vagantiumf  to  which  amend 
the  nimihwof  the  letters  which  have  been  changed  would  pretiyn 
correspond:  saltantium  would  answer  most  closely  to  the 
ved(ov(n,  which  is  used  by  Homer.  Virgil,  moreover,  in  his  imii 
Df  this  passage,  speaks  of  Diana  as  dancing  with  her  nymphs  (M 
1497):— 

^  Quails  in  EurotsB  ripis,  aut  per  juga  Oynthi 
Ezercet  Diana  chores  " 

Spence's  ideas  on  this  passage  are  curious  (Folymetis,  Dial.  viii.  p. 
**  This  Diana,"  he  says,  '*  hoth  in  the  picture  and  in  the  descrip 
was  the  Diana  Yenatrix,  though  she  was  not  represented  eith( 
Virgil,  or  Apelles,  or  Homer,  as  hunting  with  her  nymphs;  but  a 
ployed  with  them  in  that  sort  of  dances  which  of  old  were  regard 
very  solemn  acts  of  devotion."  In  a  note  he  adds :  *^  The  express! 
Toiieafi  used  hy  Homer  on  this  occasion,  is  scarce  proper  for  hun 
as  that  of  choros  ex&rcere,  in  Virgil,  should  be  uoderstood  of  the  reli 
dances  of  old,  because  dancing,  in  tiie  old  Koman  idea  of  it,  was  inde 
even  for  men,  in  public ;  imless  it  were  the  sort  of  dances  used  in 
our  of  Mars,  or  Bacchus,  or  some  other  of  their  gods."  Spence  s] 
of  those  festive  dances  which  were  reckoned  by  the  ancients  u 
niuuber  of  their  religious  ceremonies.  And  it  is  in  this  sense  th( 
thinks  the  word  sacrijicare  is  used  by  Pliny :  "  It  is  in  consequei 
this  that  Pliny,  in  speaking  of  Diana's  nymphs  on  this  very  occi 
uses  the  word  sacrijicare  of  them ;  which  quite  determines  these  di 
of  theirs  to  have  been  of  the  religious  kind."  He  forgets  that  in  T 
Diana  herself  joins  in  the  dance :  "  exercet  Diana  choros."  If  thei 
dance  was  a  religious  service,  in  whose  honour  did  Diana  dance  ?  Ij 
'Own,  or  in  that  of  another  divinity?  Either  supposition  is  ridici 
And  even  if  the  ancient  Bomans  considered  that  dancing  in  ge 
-was  not  very  becoming  in  a  serious  person,  it  does  not  follow  that 
.poets  were  obliged  to  transfer  this  seriousness  to  the  manners  o: 

g)ds,  whose  mode  of  life  had  been  already  described  and  settled  b; 
reek  poets  in  a  very  different  manner.    When  Horace  says  of  "V 
(Od.  iv.  Ub.  i.)— 

M  Jam  Oytherea  chores  ducit  Venus ;  imminenie  luna : 
JuQctseque  Nymphis  Gratisa  decentes 
Altemo  terramquatiunt  pede".    .    •    . 

Ib  he  here  also  speaking  of  a  holy  religious  dance  ?    I  am  wasiini 
many  words  upon  such  a  trifle. 


Ohap.  XXn.]  LAOEOON.  181 

function.  They  fed  themselves,  therefore,  npon  the 
Bpiiit  of  the  poet ;  they  filled  their  imagination  with  his 
most  exalted  features;  the  flame  of  his  enthusiasm  en- 
kindled their  own ;  they  saw  and  felt  as  he ;  and  so  their 
works  bore  the  stamp  of  Homer,  not  as  a  portrait  that  of 
its  original,  but  as  a  son  that  of  his  father ;  alike,  but 
different.  The  similarity  often  lies  but  in  one  single 
feature.  For  the  rest  have  nothing  in  common,  except 
that  in  the  one,  as  well  as  in  the  other,  they  harmonize 
with  that  one  resembling  feature. 

Besides,  since  the  Homeric  masterpieces  of  poetry  were 
older  than  any  masterpieces  of  art ;  since  Homer  had  con- 
templated nature  with  an  artistic  eye  before  Pheidias  and 
Apelles,  it  is  no  wonder  that  the  artists  found  various 
ol^rvations  especially  useful  to  them  already  made  in 
Homer,  while  as  yet  they  had  had  no  time  to  take  them 
from  Nature  herself.  These  they  eagerly  seized  upon  in 
order  to  imitate  Nature  through  Homer.  Pheidias  acknow- 
ledged that  the  lines — ^ 

5,  KCLL  KvavcQiTLV  ctt'   6<f>pv(n  v€i)<r€  'KpovCiov 
dfippoaiaL  8'  apa  ^^airat  hrf.ppiSKravro  avaicros 
Kparos  OLTT    aBavdroiO'    fjiiyav  8*  cAiXt^cv  ^OAv/attov 

— served  him  as  a  model  for  his  Olympian  Jupiter,  and  that 
it  was  only  by  their  help  that  he  succeeded  in  producing 
a  godlike  countenance,  "propemodum  ex  ipso  coelo 
petitum."  If  any  one  takes  this  to  mean  notlung  more 
than  that  the  imagination  of  the  artist  was  fired  by  the 
exalted  image  of  the  poet,  and  rendered  capable  of  pro- 
ducing equally  elevated  representations,  he  seems  to  me 
to  overlook  that  which  is  most  essential,  and  to  content 
himself  with  drawing  a  conclusion  altogether  general 
where  he  has  it  in  his  power  to  draw  a  particular  one  on 
far  more  satisfactory  grounds.  As  I  judge,  Pheidias  here 
confessed  that  in  this  passage  he  first  remarked  how  much 
expression  lies  in  the  eyebrows,  "  quanta  pars  animi "  ^ 
shows  itself  in  them.  Perhaps  it  also  incited  him  to 
bestow  more  labour  upon  the  hair,  in  order,  in  some 
measure,  to  express  what  Homer  calls  ambrosial  locks ; 

•  niad,  i.  528,    Valerius  Maximus,  lib.  iii,  cap.  vii.  sect,  4, 

•  PHny,  X.  51. 

E  2 
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for  it  is  certain  that  tbe  ancient  artists  before  the  time  of 
Fheidias  but  little  understood  the  language  and  meaning 
of  the  features,  and  that  they  had  neglected  the  hair 
especially.  Still,  Myron,  as  Pliny  remarks,^  was  cen- 
surable in  both  points;  and  according  to  the  same 
authoritj^,  Pythagoras  Leontinus  was  the  first  who  dis- 
tinguished himself  by  an  elegant  execution  of  the  hair.® 
"What  Phcidias  learnt  from  Homer  the  other  artists  learnt 
from  the  works  of  Fheidias. 

I  will  quote  another  example  of  this  kind  which  has 
always  given  me  much  pleasure.  I  would  recall  to 'my 
readers  the  observations  which  Hogarth  has  made  upon 
the  Apollo  Belvedere :  ®  "  These  two  masterpieces  of  art, 
the  Apollo  and  Antinous,  are  seen  together  in  the  same 
palace  at  Eome,  where  the  Antinous  fills  the  spectator 
with  admiration  only,  whilst  the  Apollo  strikes  him  with 
surprise,  and,  as  tra»vellers  express  themselves,  with  an 
appearance  of  something  more  than  human  ;  which  they  of 
course  are  always  at  a  loss  to  describe;  and  this  effect, 
they  say,  is  the  more  astonishing,  as  upon  examination 
its  disproportion  ii  evident  even  to  a  common  eye.  One 
of  the  best  sculptors  we  have  in  England,  who  lately 
went  to  see  them,  confirmed  to  me  what  has  been  now 
said,  particularly  as  to  the  legs  and  thighs  being  too  long 
and  too  large  for  the  upper  parts.  And  Andrea  Sacchi, 
one  of  the  great  Italian  painters,  seems  to  have  been  of 
the  same  opinion,  or  he  would  hardly  have  given  his 
Apollo,  crowning  Pasquilini  the  musician,  the  exact  pro- 
portion of  the  Antinous  (in  a  famous  picture  of  his  now 
in  England),  as  otherwise  it  seems  to  be  a  direct  copy 
from  the  Apollo. 

"  Although  in  very  great  works  we  often  sec  an  inferior     I 
part  neglected,  yet  here  it  cannot  be  the  case,  because  in 
a  fine   statue   just  proportion    is    one  of  its    essential    ^ 
beauties;   therefore  it  stands  to  reason  that  these  limbs 

^  Plinius,  lib.  xxxiv.  sect  19, 8 : "  Ipse  tamcn  corporum  tenus  curioeus, 
animi  sensus  non  cxpressisse  videtiu*,  capillum  quoque  et  pubem  nou 
emendatius  fccissc,  quam  mdis  antiquitas  institnissct" 

'  Ibid.  19,  4 :  **  Hie  primus  ncrvos  et  vcnnt  exprcssit ;  capilliimqiia 
diliprentius." 

•  HogjK-th's  Analysis  of  Beauty,  chap.  xL 
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must  haTe  been  lengthened  on  purpose,  otherwise  it 
might  easily  have  been  avoided. 

**So  that  if  we  examine  the  beauties  of  this  figure 
thoroughly  we  may  reasonably  conclude  that  what  has 
been  hitherto  thought  so  unaccountably  excellent  in  its 
general  appearance  hath  been  owing  to  what  hath  seemed 
a  blemish  in  a  part  of  it."  All  this  is  very  evident ;  and 
ahready  Homer,  I  may  add,  had  felt  and  indicated  that 
there  is  an  exalted  appearance,  which  springs  merely 
&om  this  addition  of  size  in  the  proportions  of  the  feet 
and  thighs;  for  when  Antenor  compares  the  form  of 
Ulysses  with  that  of  Menelaus  he  is  made  to  say  ^® — 

STaKTCtiv  /x£V,  McveXoos  \mcLp€)(€V  cvpcas  cS/xovs, 
a/jL<f>(a  8'  i^o/JLCvtOy  yepapwrepo^  lycv  ^OSvararcv^, 

**When  both  stood,  Menelaus  towered  above  the  other 
with  his  broad  shoulders ;  but  when  both  sat,  Ulysses  had 
the  nobler  presence."  Since  Ulysses,  therefore,  gained 
when  sitting  what  Menelaus  lost  in  that  position,  it  is 
easv  to  determine  what  proportion  the  upper  parts  of 
eack  bore  to  their  feet  and  thighs.  The  former  were  of  a 
disproportionate  size  in  Ulysses,  the  latter  in  Menelaus. 


CHAPTEB  XXIII. 

A  SINGLE  unbecoming  part  may  disturb  the  harmonious 
operation  of  many  in  the  direction  of  beauty  without  the 
object  necessarily  becoming  ugly.  Even  ugliness  requires 
several  unbecoming  parts,  all  of  which  we  must  be  able 
to  take  in  at  the  same  view  before  we  experience  sensa- 
tions the  opposite  of  those  which  beauty  produces. 

According  to  this,  therefore,  ugliness  in  its  essence 
could  be  no  subject  of  poetry ;  yet  Homer  has  painted 
extreme  ugliness  in  Thersites,  and  this  ugliness  is 
described  according  to  its  contiguous  parts.  Why  in  the 
case  of  ugliness  did  he  allow  himself  a  licence  from  which 
he  had  so  judiciously  abstained  in  that  of  beauty?    Ja 

>•  Iliad,  iiL  210. 
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not  the  effect  of  ugliness  obviated  by  a  successive  enume- 
ration of  its  elements  just  as  much  as  the  effect  of  beauty 
is  annihilated  by  a  similar  enumeration  of  its  elements  ? 

Undoubtedly  it  is ;  but  it  is  in  this  very  fact  that  the 
justification  of  Homer  lies.  The  poet  can  only  make  use 
of  ugliness  so  far  as  it  is  reduced  in  his  description  into 
a  less  repugnant  appearance  of  bodily  imperfection,  and 
ceases,  as  it  were,  m  point  of  its  effect  to  be  ugliness. 
Thus,  what  he  cannot  make  use  of  by  itself  he  can  as  an 
ingredient  for  the  purpose  of  producing  and  strengthen- 
ing certain  mixed  sensations  with  which  he  must  enter- 
tain us  in  default  of  those  purely  agreeable. 

These  mixed  feelings  are  the  ridiculous  and  the  horrible. 

Homer  makes  Thersites  ugly  in  order  to  make  him 
ridiculous.  He  is  not  made  so,  however,  merely  by  his 
ugliness,  for  ugHness  is  an  imperfection,  and  a  contrast  of 
perfections  with  imperfections  is  required  to  produce  the 
ridiculous.  This  is  the  explanation  of  my  friend,^  to 
which  I  might  add,  that  this  contrast  must  not  be  too 
sharp  and  glaring,  and  that  the  contrasts,  to  continue  in 
the  language  of  the  artist,  must  be  of  such  a  kind  that 
they  are  capable  of  blending  into  one  another.  The  wise 
and  virtuous  jEsop  does  not  become  ridiculous  because  the 
ugliness  of  Thersites  has  been  attributed  to  him.  It  was 
a  foolish  monkish  whim  to  try  to  illustrate  the  ycXoiov  in 
his  instructive  fables  by  means  of  the  deformity  in  his  own 
person.  For  a  misshapen  body  and  a  beautiful  mind  are 
as  oil  and  vinegar ;  however  much  you  may  shake  them 
together,  they  always  remain  distinct  to  the  taste.  They 
will  not  make  a  third  quality.  The  body  produces  annoy- 
ance, the  soul  pleasure ;  each  its  own  effect.  It  is  only 
when  the  deformed  body  is  also  fragile  and  sickly,  when 
it  impedes  the  soul  in  its  operations,  and  is  the  occasion  of 
prejudicial  judgments  concerning  it,  that  annoyance  and 
pleasure  melt  into  one  another.  The  new  result  is  not 
ridicule,  but  sympathy ;  and  its  object,  who  without  this 
would  only  have  been  esteemed,  becomes  interesting.  The 
misshapen  sickly  Pope  must  have  been  far  more  interesting 

^  Philos.  Schriften  des  Herm  Hoses  Mendelssohn,  vol.  ii.  n.  28. 
njessing  formed  an  intimate  Mendship  with  Moses  Mendelssohn  in 
Berlin.— Ed.] 
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to  Job  friends  than  the  handsome  and  healthy  Wycherly 
to  his.  But  while  Thersites  in  not  made  ridicnlons  by 
mere  ugliness,  he  wonld  by  no  means  be  so  without  it. 
His  ugliness,  the  harmony  of  this  ugliness  with  his  char- 
aofter,  the  contrast  which  both  form  with  the  idea  which 
he  oherisheB  of  his  own  importance,  the  harmless  effect  of 
his  malicious  chattering,  which  is  derogatory  to  himself 
only,  all  combine  to  produce  this  result.  The  last  circum>- 
stance  is  the  ov  ffiOofyrucov^  which  Aristotle  considers  indis* 
pensable  to  the  ridiculous ;  as  my  friend  makes  it  also  a 
necessary  condition  that  the  contrast  should  not  be  of 
great  importance,  or  inspire  us  with  much  interest.  For 
kt  lis  only  assume  that  even  Thersites  paid  more  dearly 
than  he  did  for  his  malicious  depreciation  of  Agamemnon, 
and  atoned  for  it  with  his  life,  instead  of  a  pair  of  bloody 
wheals,  and  we  should  at  once  cease  to  laugh  at  him.  For 
this  horror  of  a  man  is  still  a  man,  whose  annihilation 
must  always  appear  a  greater  evil  to  us  than  all  his 
defects  and  vices.  In  order  to  experience  this,  let  any  one 
read  the  account  of  his  end  in  Quintus  Calaber.^  Achilles 
is  grieyed  at  having  slain  Penthesileia ;  the  beauty,  bathed 
in  ner  own  blood  so  bravely  shed,  demands  the  esteem  and 
compassion  of  the  hero ;  and  esteem  and  compassion  beget 
love.  But  the  slanderous  Thersites  imputes  this  to  him  as 
a  crime.  He  grows  zealous  against  the  lust  which  can 
lead  even  the  most  noble  of  men  to  madness : — 

r[T    a<f>pova  KJHUTa  tlOtjcti 
Kol  viWTov  v€p  covrou 

Achilles  is  angered,  and,  without  adding  a  word,  strikes 
him  so  heavily  between  the  cheek  and  the  ear  that  his 
teeth  and  blood  and  life  issue  together  from  his  mouth.  It 
is  too  horrible  I  The  passionate  and  murderous  Achilles 
becomes  more  hateful  to  me  than  the  malicious  and  snarl- 
ing Thersites.  The  shout  of  applause  which  the  Greeks 
raised  at  this  offends  me.  I  step  to  the  side  of  Diomedes, 
who  already  draws  his  sword  to  avenge  his  kinsman  on 
the  murderer,  for  I  feel  H'^t  Thersites  is  my  kiusman 
also,  a  human  being. 

*  Be  Poetica,  cap.  t.  *  Paralipomena,  lib.  L  720. 
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But  let  118  suppose  that  the  instigatioiiB  of  ThendteB  had 
resulted  in  a  mutiny ;  that  the  rebellious  people  had  really 
embarked  in  their  ships,  and  treaoherouu.y  left  their 
leaders  behind  them ;  that  these  leaders  had  fallen  into  the 
hands  of  a  revengefal  enemy ;  and  that  thereupon  a  divine 
decree  of  punishment  had  wreaked  utter  destraotioii  on 
the  fleet  and  people.  How  would  the  ugliness  of  Thersites 
appear  then  ?  If  ugliness,  when  harmless,  may  be  ridicu- 
lous, when  hurtful  it  is  always  horrible.  I  do  not  know 
how  I  can  better  illustrate  this  than  by  citing  a  couple  of 
excellent  passages  from  Shakespeare.  Edmund,  the  bastard 
of  the  Earl  of  Gloucester,  in  King  Lear,  is  no  less  a  villain 
than  Eichard  Duke  of  Gloucester,  who  paved  his  path  to 
the  throne  by  the  most  horrible  crimes,  and  mounted  it 
under  the  title  of  Eichard  the  Third.  How  is  it  then  that 
the  first  excites  our  loathing  and  horror  so  much  less  than 
the  second  ?     When  I  hear  the  bastard  say : — ^ 

**  Thou,  Nature,  art  my  goddess ;  to  thy  Idw 
My  services  are  bound.    Wherefore  shoidd  I 
Stand  in  the  plague  of  custom,  and  permit 
The  curiosity  of  nations  to  deprive  me. 
For  that  I  am  some  twelve  or  fourteen  moonshines 
Lag  of  a  brother  ?  Why  bastard  ?  wherefore  base  ? 
When  my  dimensions  are  as  well  compact. 
My  mind  as  generous,  and  my  shape  as  true 
As  honest  madam's  issue  ?    Why  brand  they  ub 
With  base?  with  baseness?  bastardy?  base,  base? 
Who,  in  the  lusty  stealth  of  nature,  take 
More  composition  and  fierce  quality 
Than  doth,  within  a  dull,  stale,  tired  bed, 
Go  to  the  creating  a  whole  tribe  of  fops, 
Got  'tween  asleep  and  awake  ?  " 

I  am  listening  to  a  devil,  but  see  him  in  the  form  of  an 
angel  of  light.  When,  on  the  contrary,  I  hear  the  Dnka 
of  Gloucester ; — * 

**  But  I,  that  am  not  shaped  for  sportive  tricks, 
Nor  made  to  court  an  amorous  looking-glass; 

*  King  Lear,  Act  i.  so.  2.  k. 

•  King  Biohard  the  Third,  Aot  i.  80. 1. 
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I,  that  am  radely  stamp'd,  and  want  love's  majesty ; 

To  strut  before  a  wanton  ambling  nymjph ; 

I,  that  am  cnrtailed  of  this  fair  proportion, 

Cheated  of  feature  by  dissembling  nature, 

Deformed,  unfimBhed,  sent  before  my  time 

Into  this  breathing  world,  scarce  half  made  up, 

And  that  so  lamely  and  unfashionable, 

That  dogs  bark  at  me  as  I  halt  by  them ;  > 

Why  I,  in  this  weak  piping  time  of  peace. 

Have  no  delight  to  pass  away  the  time. 

Unless  to  spy  my  shadow  in  the  sun 

And  descant  on  mine  own  deformity ; 

And  therefore,  since  I  cannot  prove  a  lover, 

To  entertain  these  fair,  well-spoken  days, 

I  am  determined  to  prove  a  villain " 

I  hear  a  devil,  and  I  see  a  devil ;  and  in  a  form  which  the 
devil  alone  ought  to  have. 


CHAPTEE  XXIV. 

It  18  thus  that  the  poet  turns  ugliness  of  form  to  account. 
"What  use  may  the  artist  be  allowed  to  make  of  it  ? 

Painting,  as  an  imitative  power,  can  express  ugliness ; 
but  painting  as  a  fine  art  refuses  to  do  so :  as  in  the  former 
capacity,  all  visible  objects  may  be  subjects  for  it,  in  the 
latter  it  is  confined  to  those  only  by  which  pleasing  sen- 
sations are  awakened. 

But  do  not  even  disagreeable  sensations  become  pleasing 
when  imitated?  Not  all.  An  acute  critic^  has  already 
made  the  following  remarks  upon  aversion :  "  The  repre- 
sentations," he  says,  "  of  fear,  sorrow,  alarm,  compassion, 
&c.,  can  only  so  far  awaken  dislike  as  we  believe  the  evil 
to  be  real.  These  therefore  might,  through  the  recollec- 
tion that  it  is  nothing  but  an  artificial  illusion,  dissolve 
into  sensations  of  pleasure.  But  the  disagreeable  sensation 
of  disgust  follows,  on  the  mere  representation  in  the  soul, 
by  virtue  of  the  law  of  our  imagination,  whether  th^ 

>  Briefe  die  neueste  lit.  betreffend,  vol.  y.  p.  102, 
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object  be  oonsidered  real  or  not.  What  oonsolation  is  it  to 
the  offended  mind,  even  if  the  artificiality  of  the  imitation 
is  ever  so  obvious?  Its  aversion  arose,  not  &om  the  pre- 
sumption that  the  evil  was  real,  but  from  the  mere  repre- 
sentation of  it,  and  that  is  real.  The  feelings  of  disgosty 
therefore,  are  always  real,  and  never  imitations. 

AU  this  is  equally  applicable  to  ugliness  of  form.  This 
ugliness  offends  our  sight,  contradicts  our  taste  for  arrange- 
ment and  harmony,  and  awakens  disgust,  without  any 
reference  to  the  actual  existence  of  the  object  in  which  we 
perceive  it.  We  had  rather  not  see  Thersites  either  in 
nature  or  in  a  picture ;  and  if  the  picture  should  be  the 
least  displeasing  of  the  two,  this  does  not  result  from  the^ 
ugliness  of  his  form  ceasing  to  be  such  an  imitation,  but' 
from  our  possessing  the  power  of  withdrawing  attention 
from  this  ugliness,  and  deriving  pleasure  exclusively  &om 
the  art  of  the  painter.  But  even  this  pleasure  will  every 
moment  be  interrupted  by  the  reflexion  to  what  a  bad  pur- 
pose the  art  has  been  applied,  and  this  reflexion  selaom 
fails  to  convey  with  it  disparagement  of  the  artist. 

Aristotle  adduces  another  reason^  why  objects  which  we 
view  with  displeasure  in  nature  may  impart  enjoyment, 
even  when  most  faithfully  represented,  viz.  the  general 
thirst  for  knowledge  among  men.  We  are  pleased  when 
we  can  learn  from  the  imitation,  rC  eKaarrov,  what  each 
thing  is,  or  when  we  can  conclude  from  it  ori  ovros  ^kcZvos, 
that  it  represents  this  thing  or  that,  but  no  inference  can 
be  drawn  from  this  in  favour  of  ugliness  in  the  imitation. 
The  pleasure  which  arises  from  the  satisfaction  of  our 
thirst  for  knowledge  is  momentary,  and  merely  accidental 
to  the  object  which  affords  it,  while  the  feeling  of  annoy- 
ance which  accompanies  the  sight  of  ugliness  is  permanent, 
and  essential  to  the  object  which  awakens  it.  How 
then  can  this  latter  be  counterbalanced  by  the  former? 
Still  less  can  the  trifling  degree  of  pleasurable  interest 
afforded  by  the  similitude  overcome  the  displeasing  effect 
of  the  uglmess.  The  more  closely  I  compare  the  ugly  pio- 
ture  with  the  ugly  original,  the  more  I  expose  myself  to 
this  effect,  so  l^at  the  pleasure  of  comparison  presently 

'  De  Foetica,  cap.  iT. 
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yamfihes,  and  notlimg  remains  to  me  but  the  disagreeable 
impression  of  the  double  ugliness.  To  judge  from  the 
examples  which  Aristotle  gives  us,  it  appears  that  he  had 
no  intention  of  classing  simple  ugliness  of  form  among 
thoae  displeasing  objects  which  are  capable  of  affording 
pleasure  when  imitated.  These  examples  are  wild  beasts 
and  corpses.  Wild  beasts  awaken  terror,  although  they 
are  not  ugly,'  and  it  is  this  terror,  and  not  their  ugliness^ 
which  by  imitation  is  resolved  into  pleasurable  sensations. 
So  too  it  is  with  corpses.  It  is  the  acuter  feelings  of  pity 
and  the  terrible  thought  of  our  own  annihilation  that 
renders  a  corpse  a  repulsive  object  to  us  in  nature ;  but  in 
the  imitation  this  pity  loses  its  poignancy  through  our 
consciousness  of  illusion,  and  an  addition  of  soothing  cir- 
cumstances may  either  entirely  withdraw  our  thoughts 
from  this  flEital  recollection,  or  unite  itself  so  inseparably 
with  it  that  we  believe  we  can  see  therein  more  to  desire 
than  to  shrink  from. 

Ugliness  of  form,  then,  cannot  in  and  for  itself  be  a  sub- 
ject for  painting  as  a  fine  art,  for  the  sensation  which  it 
excites  is  not  only  displeasing,  but  is  not  even  of  that 
class  of  unpleasing  sensations  which,  when  imitated,  are 
chan&^ed  into  the  pleasurable.  Still  it  remains  a  question 
whAex,  as  an  in|redient  for  strengtliening  sensations,  it 
may  not  be  serviceable  to  art  as  well  as  to  poetry? 

May  painting,  to  attain  the  ridiculous  and  the  horrible, 
make  use  of  ugly  forms  ? 

I  will  not  venture  to  answer  directly  in  the  negative. 
It  is  undeniable  that  harmless  ugliness  can  be  made  ridi- 
culous in  painting  also,  especially  if  an  affected  assump- 
tion of  charm  and  beauty  is  combined  with  it,  but  it  is 
just  as  indisputable  that  harmful  ugliness  excites  the  same 
norror  in  painting  as  in  nature,  and  that  the  ridiculous 
and  the  horrible,  both  of  which  are  in  themselves  mixed 
sensations,  attain  by  imitation,  the  former  a  higher  degree 
of  attraction,  the  latter  of  offensiveness. 

I  must,  however,  call  attention  to  the  fact  that  in  spite 
of  this,  painting  and  poetry  do  not  stand  in  precisely  the 
same  position.  In  poetry,  as  I  observed,  ugliness  of  form» 
through  its  parts  being  changed  from  coexisting  into 
successive,  almost  entirely  loses  its  repulsive  effect ;  from 


140  LESSIKG'S  prose  WOBKS.  [Chap.  XXV. 

this  point  of  view,  it  ceases  as  it  were  to  be  ugliness, 
and  can  therefore  the  more  implicitly  combine  with 
other  appearances  to  produce  a  new  and  peculiar  effect. 
In  painting,  on  the  contrary,  the  ugliness  exerts  all  its 
powers  at  once,  and  affects  us  but  little  less  deeply  than  in 
nature.  Harmless  ugliness,  consequently,  cannot  long 
remain  ridiculous;  the  unpleasant  sensation  gains  the 
upper  hand,  and  what  at  first  was  comic  becomes  in 
the  course  of  time  simply  repulsive.  It  is  just  the  same 
with  hurtful  ugliness ;  the  horrible  disappears  by  degrees, 
and  deformity  is  left  behind  alone  and  unchangeable. 

On  these  considerations  Count  Caylus  was  perfectly 
right  in  omitting  the  episode  of  Thersites  in  his  series  of 
Homeric  paintings,  but  are  we  therefore  justified  in  wish- 
ing that  it  had  been  left  out  of  Homer  itself?  I  am  sorry 
to  find  that  a  scholar  of  otherwise  just  and  refined  taste  is 
of  this  opinion,^  but  I  reserve  for  another  opportunity  the 
fuller  explanation  of  my  views  upon  this  point. 


-*o*- 


CHAPTER  XXV. 

The  second  distinction,  which  the  critic  I  have  just  quoted 
draws  between  disgust  and  the  other  disagreeable  passions 
of  the  soul,  is  also  shown  by  the  displeasure  which  ugli- 
ness of  form  excites  in  us. 

"  Other  disagreeable  passions,"  he  says,*  "  may,  even  in 
nature,  setting  aside  imitation,  find  frequent  opportunities 
of  flattering  the  mind:  because  they  never  excite  pure 
aversion,  but  alwa5''s  temper  their  bitterness  with  grati- 
fication. Our  fear  is  seldom  deprived  of  all  hope.  Terror 
animates  all  our  powers,  to  escape  from  the  danger :  anger 
is  commingled  with  the  desire  of  revenge,  and  sorrow 
with  the  soothing  recollection  of  former  happiness ;  while 
compassion  is  inseparable  from  the  tender  feelings  of  love 
and  affection.  The  soul  has  the  liberty  of  dwelling  at 
one  time  upon  the  pleasing,  at  another  upon  the  repulsive, 
parts  of  a  passion,  and  of  creating  for  itself  a  mixture  of 

•  Elotzii  EpistoIiB  HomerioflB,  p.  88.  >  Ibid.  p.  lOa 
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pleanBre  and  sorrow  whicli  is  far  more  seductiye  tlian  the 
purest  gratification.  It  requires  but  little  attention  to 
the  workings  of  our  own  mind  to  have  observed  this 
times  without  number.  Whence  comes  it  else,  that  to 
the  angry  man  his  anger,  and  to  the  sorrowing  his  sorrow, 
are  dearer  than  all  the  cheerful  representations  with  which 
we  think  to  calm  him?  But  it  is  very  different  in  the 
case  of  disgust  and  the  feelings  allied  to  it.  In  these  the 
soul  recognizes  no  admixture  of  pleasure.  Dissatisfaction 
gains  the  upper  hand,  and  it  is  impossible  to  think  of  any 
situation,  either  in  nature  or  in  imitation,  in  which  the 
mind  would  not  shrink  with  abhorrence  from  representa- 
tions of  them." 

Perfectly  true;  but  since  the  critic  himself  acknow- 
ledges that  there  are  sensations  allied  to  disgust,  which 
likewise  can  produce  nothing  but  annoyance;  what,  I 
ask,  can  be  more  closely  allied  to  it  than  the  perception 
of  ugliness  in  form  ?  This  too  in  nature  is  without  the 
smallest  admixture  of  pleasure;  and  since  it  is  equally 
incapable  of  admitting  any  through  imitation,  it  is  like- 
wise impossible  to  conceive  any  condition  of  it  in  which 
the  mind  would  not  shrink  from  it  with  abhorrence. 

This  repugnance,  if  I  have  investigated  my  own  feelings 
yith  sufficient  care,  is  altogether  of  the  nature  of  disgust. 
MThe  sensation  which  is  excited  by  ugliness  of  form  is 
disgust,  only  in  a  lower  degree.  \  This,  I  allow,  is  at 
variance  with  another  remark  oflHe  critic,  from  which  it 
would  appear  that  he  considers  that  only  the  less  acute 
of  our  senses,  taste,  smell,  and  touch,  are  exposed  to  dis- 
gust. "The  two  first,"  he  says,  "through  an  excessive 
sweetness ;  and  the  last  through  the  oversoftness  of  any 
matter  which  does  not  afford  sufficient  resistance  to  the 
nerves  which  touch  it.  These  objects  then  become  in- 
tolerable to  the  sight  also,  but  only  through  the  associa- 
tion of  ideas,  and  our  recollection  of  the  repugnance 
which  our  taste,  smell,  and  feeling  experienced  at  them ; 
for,  strictly  speaking,  there  is  no  such  thing  as  an  object 
of  disgust  to  the  sight."  Still  it  appears  to  me  that  in- 
stances of  this  last  might  be  named.  A  liver  spot  in  the 
face,  a  hare-lip,  a  flattened  nose  with  prominent  nostrils, 
an  entire  want  of  eyebrows,  are  uglinesses  which  are 
repugnant  neither  to  the  smell  nor  taste  nor  touch,  yet 
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it  i^  certain  that  there  is  a  sensation  experienced  at  tiiem 
which  approaches  much  more  closely  to  disgust  than  any 
which  is  produced  by  other  deformities  of  body,  such  as 
a  crooked  foot  or  a  high  shoulder ;  and  the  more  delicate 
the  temperament,  the  more  will  those  sensations  which 
precede  nausea  be  felt  at  the  sight  of  them ;  these,  how- 
ever, quickly  subside,  and  it  is  rarely  that  actual  nausea 
follows ;  the  reason  for  which  may  certainly  be  found  in 
this,  that,  being  objects  of  sight,  sight  perceives  in  them 
and  with  them  a  number  of  reaHties,  through  the  agree- 
able  representations  of  which  the  disagreeable  ones  are  so 
weakened  and  obscured  that  they  can  rarely  produce  any 
traceable  influence  upon  the  body.  Our  less  acute  senses, 
on  the  contrary,  the  taste,  smeU,  and  touch,  cannot  ob- 
serve such  realities,  whilst  they  are  affected  with  what  is 
repulsive ;  this,  consequently,  is  left  to  work  alone,  and 
in  its  full  strength,  and  is  naturally  therefore  accompanied 
by  a  far  more  violent  bodily  effect. 

Besides,  the  disgusting  stands  on  just  the  same  footing 
as  to  imitation  as  the  ugly.  Nay,  since  its  unpleasant 
effects  are  more  violent,  it  is  still  less  capable  than  the 
latter  of  becoming,  in  and  by  itself,  a  subject  either  of 
poetry  or  painting.  Only  because  it  is  greatly  soffcened 
by  being  expressed  in  words  should  I  venture  to  assert 
that  the  poet  can  employ  at  least  a  few  disgusting 
traits  as  an  ingredient  to  produce  the  same  mixed  sensa- 
tions which  he  so  successfully  strengthens  by  the  use  of 
ugliness. 

The  disgusting  can  increase  the  ridiculous;  or  repre- 
sentations of  propriety  and  dignity  may  be  rendered 
laughable  by  being  placed  in  close  contrast  with  it. 
Numerous  examples  of  this  may  be  foimd  in  Aristophanes. 
One  that  occurs  to  me  is  the  weasel,  which  interrupted 
the  good  Sokrates  in  his  astronomical  contemplations.^ 

MA0.    'jrpwTjv  8c  y€  yvwfirjv  fieyaXrp/  a<lyr]pi6rj 

vtt'  do-KoAa^ScoTov.     2TP,  rlva  rpoTrov;  Kdreiirf  fUM* 

MA0.    ^TjTOvvTO^  avTOv  TTJs  (TcXiynys  Tots  o8ov5 
Kol  TOLS  'jrepLKJiopd^,  cTt'  avo)  K€)(rjv6To^ 
diro  T^s  opo^rjs  vvKT(op  yaX€(jynjs  Karcj^ccrcv. 
2TP.    TjcrBrjv  yaXetary  Kara\i(Tavn  ^iaKporov^. 

«  Nnbes,  170.        ,  • 
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If  we  suppose  that  what .  fell  into  his  open  month 
was  not  disgusting,  the  ridiculous  disappears  altogethter. 
The  most  comic  traits  of  this  kind  are  ^to  be  found  in 
the  Hottentot  history  of  Tquassouw  and  Knonmquaiha, 
which  appeared  in  the  '  Connoisseur/  an  English  weekly 
peiiodieal,  abounding  in  humour,  ascribed  to  Lord  Ches- 
terfield. We  all  know  how  dirty  the  Hottentots  are,  and 
how  many  things  are  esteemed  beautiful,  becoming,  and 
holy  among  them  which  excite  disgust  and  loathing  in 
us.  Let  us  picture  to  ourselves  the  cartilage  of  the  nose 
flattened,  breasts  flaccidly  descending  to  '^e  navel,  the 
whole  body  glistening  in  the  sun  with  an  ointment  of 
goat's  fat  and  soot,  the  hair  dripping  with  grease,  the 
feet  and  arms  entwined  with  fresh  entrails.  Let  us  think 
of  all  this  as  the  object  of  a  fervent,  venerating,  tender 
love ;  let  us  hear  the  passion  expressed  in  the  noble  lan- 
guage of  seriousness  and  admiration,  and  refrain  from 
laughing  if  we  can.^ 

With  the  terrible  the  disgusting  seems  capable  of  being 

'  The  Connoisseur,  vol.  i.  No.  21.  It  is  entitled  '^  A  description  of 
the  beauty  of  Enoninquaiha."  "  He  was  struck  with  the  glossy  hue 
of  her  complexion,  which  shone  like  the  jetty  down  on  the  black  hogs  of 
Hessaqua;  he  was  ravished  with  the  prest  gristle  of  her  nose ;  and  his 
eyes  dwelt  with  admiration  on  the  flaccid  beauties  of  her  breasts,  which 
descended  to  her  navel."  And  what  does  art  contribute  to  set  so  much 
beauty  in  its  most  advantageous  light?  "She  made  a  varnish  of  the 
fat  of  goats  mixed  with  soot,  with  which  she  anointed  her  whole  body, 
as  she  stood  beneath  the  rays  of  the  sun ;  her  locks  were  clotted  with 
melted  grease,  and  powdered  with  the  yellow  dust  of  Buchu :  her  face, 
which  shone  like  the  polished  ebony,  was  beautifully  varied  with  spots 
of  red  earth,  and  appeared  like  the  sable  curtain  of  the  night  bespangled 
with  stars:  she  sprinkled  her  limbs  with  wood-ashes,  and  perfumed 
them  with  tiie  dung  of  Stinkbingsem.  Her  arms  and  legs  were  entwined 
with  the  shining  entrails  of  an  heifer :  from  her  neck  there  hung  a  pouch 
composed  of  the  stomach  of  a  kid:  the  wings  of  an  ostrich  over- 
shadowed the  fleshy  promontories  behind,  and  before  she  wore  an  apron 
formed  of  the  shaggy  ears  of  a  lion."  I  will  add  the  ceremony  of  the 
nuptials  of  the  enamoured  pair.  "  The  Surri,  or  chief  priest,  approached 
them,  and  in  a  deep  voice  chanted  the  nuptial  rites  to  the  melodious 
grumbling  of  the  gom-gom,  and  at  the  same  time  (according  to  the 
manner  of  Caffraria)  bedewed  them  plentifully  with  the  urinary  bene- 
diction. The  bride  and  bridegroom  rubbed  in  the  precious  stream  with 
ecstasy,  while  the  briny  drops  trickled  from  their  bodies,  like  the 
oozy  surge  from  the  rocks  of  Chirigriqua," 
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associated  more  closely  stilL  What  we  call  the  hor 
is  nothing  more  than  the  terrible  rendered  disgus 
Longinus^  indeed  is  offended  with  the  T^9  U  fiky  , 
/xvfai  piov  in  Hesiod's^  picture  of  Sorrow;  not  so  m 
I  think,  because  it  is  a  disgusting  trait  as  because 
one  simply  so,  and  does  not  in  any  way  contribute  U 
terrible ;  for  he  appears  to  raise  no  objections  againsi 
long  nails,  projecting  beyond  the  fingers  (fioKpol  8*  6 
Xci/oco-o-iv  vrnjcrav) :  and  yet  long  nails  are  at  least  as 
gusting  as  a  dirty  nose ;  but  they  are  also  terrible ;  f 
is  they  which  tear  the  cheeks,  tiU  the  blood  streams  : 
them  to  the  ground : — 

•         •        •        CK  Sc  Trapcuov 

On  the  other  hand  a  dirty  nose  is  nothing  but  a  dirty  ] 
and  I  can  only  recommend  Sorrow  to  keep  her  mouth  e 
Let  the  reader  turn  to  the  description  of  the  desolate 
of  the  unfortunate  Philoktetes  in  Sophokles.  None  of 
necessaries  and  conveniences  of  life  are  to  be  seen,  ex 
a  bed  of  trampled  dry  leaves,  a  shapeless  wooden  b 
and  the  means  of  lighting  a  fire,  the  whole  wealth  of 
sick  and  deserted  man.  How  does  the  poet  com] 
this  sorrowful  and  fearful  picture  ?  He  adds  a  touc 
disgust.^  "  Ha  I "  and  Neoptolemus  all  at  once  shri: 
"  look  at  these  torn  rags  full  of  blood  and  matter  dr 
here." 

NE.    opto  Kcyrfv  OLKrjcnv  avdpunrtav  Si^a, 
OA.     ov8*  ey^ov  oIkottolos  Iotl  rts  rpoffyrj ; 
NE.     OTCtTmJ  y€  ^vAAas  a)5  cvavkitfivrL  to). 
OA.    Tot  8'  aXX'  €prjfMLy  KOvSev  iaO*  VJrooTeyov  ; 
NE.    avTo^Xov  y  €K7r(OfjujLy  <f>av\ovpyov  rtvos 

rexyT^fiar    avS/oos,  kcu  irvpcV  ojjlov  toSc, 
OA.    KCLvov  TO   67j<ravpL<rfia  o^/xaiVcis  toSc 
NE.     lov\  lov\  Kox  Tavrd  y  oXAa  OdXTreTcu 

pOLKrjy  Pap€La%  rav  vocrqktwji  irXia, 

«  TifpVT^ovSy  Tfiiifia  7{.  p.  15.    Edit.  T.  Fabii 
•  Scut.  Hercul.  266.  •  Philoct.  31. 
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So  too  in  Homer :  Hektor,  when  dragged  along,  liis  faoe 
disfigured  with  blood  and  dust,  and  his  hair  matted-*- 

**  Sqnalentem  barbam  et  concretos  sanguine  orines  " 

as  Virgil  expresses  it),^  becomes  a  disgusting  object,  but 
or  that  very  reason  more  horrible  and  moving.     Who  can 

think  of  the  punishment  of  Marsyas,  in  Ovid,  without  a 

sensation  of  disgust  ?  ^ 

**  Clamanti  cutis  est  summos  direpta  per  artus : 
Nee  qxddquam  nisi  vulnus  erat ;  cruor  undique  manat : 
Detectique  patent  nervi :  trepidaeque  sine  ulla 
Felle  micant  venae :  salientia  viscera  possis 
Et  perlucentes  numerare  in  pectore  fibras." 

We  all  feel,  however,  that  the  disgusting  is  here  in  its 

E roper  place.  It  renders  the  terrible  horrible;  and  the 
orrible  is  not  altogether  displeasing  even  in  nature,  if 
our  compassion  is  thereby  interested :  how  much  less  then 
in  imitation  ?  I  will  not  multiply  instances ;  yet  I  must 
observe  that  there  is  one  species  of  the  horrible  to  which 
the  poet  has  hardly  any  other  means  of  access  than  the 
disgusting.  It  is  the  horrors  of  hunger.  Even  in  common 
life  we  can  only  express  the  direst  stress  of  starvation  by 
an  enumeration  of  all  the  innutritions,  unwholesome,  and 
particularly  disgusting  things  with  which  the  stomach 
must  needs  be  satisfied ;  since  imitation  cannot  excite  in 
us  any  actual  sensation  of  hunger,  it  has  recourse  to 
another  unpleasant  feeling,  which,  in  the  case  of  ex- 
treme starvation  we  recognize  as  the  lighter  evil.  This 
sensation  it  seeks  to  awaken  in  us,  that  we  may 
conclude,  from  our  aversion  to  it,  how  strong  that  aver- 
sion must  be,  under  the  influence  of  which  we  would  bo 
glad  to  set  at  naught  the  present  one.  Ovid  says  of  the 
Oread  whom  Ceres  sent  to  meet  Famine  ® — 

♦•  Hanc  (Famem)  procul  ut  vidit  . 

refert  mandata  deaB ;  paulumque  morata, 
Quanquam  abenit  longe,  quanquam  modo  venerat  illuOi 
Visa  tamen  sensisse  famem." 

'  -Eneid,  lib.  u.  277.  •  Metamorph.  vi.  397. 

•  Ibid,  viii.  809. 
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This  is  an  mmatural  exaggeration.  The  sight  of  a  &m- 
ishing  person,  even  though  it  he  Famine  herself,  does  not 
possess  this  infectious  power;  pity  and  horror  and  dis- 
gust it  might  awaken,  but  not  hunger.  Ovid  has  not 
been  sparing  of  this  horror  in  his  picture  of  Fames ;  and 
in  his  description  of  Eiysichthon's  starvation,  as  well  as  in 
that  of  Kallimachus,^®  ttie  disgusting  traits  are  the  strong- 
est. After  Erysichthon  has  consumed  eveiything,  and  has 
not  spared  even  the  sacrificial  cow  which  his  mother  had 
reared  for  Vesta,  Eallimachus  represents  him  as  falling 
upon  the  horses  and  cats,  and  begging  in  the  streets  for 
the  fragments  and  filthy  relics  from  strangers'  tables : — 

Ktti  rav  P<ov  lff>ay€Vy  rav  'EoTtigi  trp^ffx  fjuaLTqp^ 
icai  Tov  axOXoifMpov  Kal  rov  ttoXc/atJiov  wnrov, 
Kol  rav  aiXovpov,  rav  trp^fx^  Oripia  fiucKO, — 
Kcu  TO^  6  Tco  pacriXrjo^  evi  rpLoSoLO-i  KaOrjaro 
alri^iixv  dKoXcos  re  icac  Ibc^oXa  X-vfiara  8airo9. 

And  Ovid  makes  him  at  last  fix  his  teeth  in  his  own 
limbs,  that  from  his  own  body  he  might  obtain  nourish- 
ment for  itself: — 

,     "  Vis  tamen  ilia  mali  postquam  consumpserat  omnem 

Materiam 

Ipse  suos  artus  lacero  divellere  morsu 
Coepit ;  et  infelix  minuendo  corpus  alebat." 

The  only  reason  that  the  harpies  were  represented  as  so 
noisome  and  disgusting  was  that  the  hunger  caused  by 
their  carrying  off  the  provisions  might  appear  more 
horrible.  Let  us  listen  to  the  complaint  of  Phineus,  in 
Apollonius : — ** 

tut6ov  8'  rjv  apa  Brj  iror*  i&qrvo^  cififu  A,t7rci)crt, 
wvci  ToSc  fivBaXiov  T€  icai  ov  rXifrbv  fiivo^  68/JLrjs» 
ov  K€  Tis  ovBl  fiLvwOa  ppOTfuv  avcT^otTo  TTcXoo'O'a^ 
ov3'  c2  ol  aSdfiavTO^  iXr^Xa/JLcyov  K€ap  tltf, 
AXXd  fi€  iriKpq  irjfra  kc  Satros  cTrur^ei  avdyiai 
idpLViiVy  KCU  fiijivovra  kojcQ  cv  yacrrkpi  Oicuaim 

^*  Hym.  in  Oererem,  111.  >>  Argonaut,  lib.  ii.  228. 
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E  dMrald  be  glad  to  justify  from  this  point  of  view  the 
disgiistiiig  introduction  of  the  harpies  in  Yirgil ;  but  the 
hunger  mere  spoken  of  is  not  an  actual  and  present 
&mine  which  they  occasion,  but  only  an  impending  one 
n^hioh  they  foretell;  and,  to  crown  all,  the  whole 
prophesy  finds  its  fulfilment  in  a  mere  verbal  equivoca- 
tion. Dante,  too,  not  only  prepares  us  for  the  story  of  the 
starvation  of  Ugolino,  by  placing  him  and  his  former 
persecutors  in  the  most  loathsome  and  horrible  situation 
In  hell ;  but  also  the  account  of  the  starvation  itself  is 
lot  without  some  features  awakening  disgust,  which  es- 
pecially seizes  us  when  the  sons  offer  themselves  to  their 
flEkther  as  food.  In  the  note  I  quote  a  passage  from  a  play 
)f  Beaumont  and  Fletcher,  which  might  have  served 
instead  of  all  other  examples,  did  I  not  feel  obliged  to 
icknowledge  that  it  is  somewhat  exaggerated.^^ 

"  The  Sea  Voyage,  Act  iii.  sc.  1.  [It  is  by  Fletcher  only.  Ed.]  A 
French  pirate  is  dnven  with  his  ship  upon  a  desert  island.  Avarioe 
md  envy  produce  a  quarrel  among  his  crew.  This  affords  a  few  poor 
oreatures  who  had  been  exposed  for  some  time  to  the  utmost  distress 
ipon  the  island  an  opportunity  of  putting  out  to  sea  in  the  vessel. 
Hie  other  wretches  are  thus  suddenly  deprived  of  all  the  necessities  of 
ife,  and  have  no  prospect  before  them  but  a  cruel  death.  One  of  them 
izpresses  his  hunger  and  despair  to  his  fellow  as  follows : — 

'<  Lamtjbe.    Oh,  what  a  tempest  have  I  in  my  stomach  I 
How  my  empty  guts  cry  out  I    My  wounds  ache, 
Woxdd  they  would  bleed  again,  that  I  might  get 
Something  to  quench  my  thirst.  ' 

Fbanyille.    O  Lamure,  the  happiness  my  dogs  had 
When  I  kept  house  at  home  I    They  had  a  storehouse, 
A  storehouse  of  most  blessed  bones  and  crusts, 
Happy  crusts.    Oh,  how  sharp  hunger  pinches  me  I    •    «    ■. 

Lamube.    How  now,  what  news  ? 

MoBHiLAB.    Hast  any  meat  yet  ? 

Fbanville.    Not  a  bit  that  I  can  see ; 
Here  be  goodly  quarries,  but  they  be  cruel  hard 
To  gnaw : 

I  ha'  got  some  mud,  it  we  will  eat  with  spoons. 
Very  good  thick  mud ;  but  it  stinks  damnably ; 
There's  old  rotten  trunks  of  trees  too. 
But  not  a  leaf  nor  blossom  in  all  the  island. 

Lamure.    How  it  looks  1 

MoRiLLAR.    It  stinks  too. 

Lahxtbe.    It  may  be  poison. 

l3 
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I  now  come  to  disgusting  objects  in  painting.  Even  i 
it  were  altogether  indisputable  that  thete  is  strictl; 
spealdng  no  such  thing  as  an  object  disgusting  to  th 
sightWhich,  as  a  matter  of  course,  painting,  as  a  fine  an 
would  renounce,yit  would  still  be  compelled  altogether  t 
avoid  disgusting  objects,  because  the  association  of  idea 
renders  them  disgusting  to  the  sight  also.    Fordenone,  i 


FBANmiLE.    Let  it  be  anything, 
So  I  can  get  it  down.    Why  man, 
Poison's  a  princely  dish. 

MoBUXAB.    Hast  thou  no  bisket  ? 
Ko  crumbs  left  in  thy  pocket  ?    Here  is  my  doublet, 
Oive  me  but  three  small  crumbs. 

FBANTUiLE.    Not  for  three  kingdoms, 
If  I  were  m&43ter  of  *em.    O  Lamure, 
But  one  poor  joint  of  mutton  we  ha'  scorned,  man. 

Lamube.    Thou  speak'st  of  Paradise ; 
Or  but  the  snuffs  of  those  healths 
We  have  lewdly  at  midnight  flung  away. 

MoBUXAB.    Ah  I  but  to  lick  the  glasses.' 


if 


But  this  is  nothing  to  the  next  scene,  when  the  ship's  surgeon  enters. 

''FBAKYOiLE.    Here  comes  the  surgeon.    What  hast  thou  di 

covered  ? 
Smile,  smile,  and  comfort  us. 

SuBGEON.    I  am  expiring. 
Smile  they  that  can.    I  can  find  nothing,  gentlemen; 
Here's  nothing  can  be  meat,  without  a  miracle. 
Oh  that  I  had  my  boxes  and  my  lints  now, 
My  stupes,  my  tents,  and  Ihose  sweet  helps  of  nature, 
What  dainty  dishes  could  I  make  of  'em. 

MoBiLLAB.    Hast  ne'er  an  old  suppository? 

guBGEON.    Oh,  would  I  had,  sir. 

Lamube.    Or  but  the  paper  where  such  a  cordial. 
Potion,  or  pills,  hath  been  entomb'd  ? 

Fbanville.    Or  the  blest  bladder,  where  a  cooling-glister — 

MoBiLLAB.    Hast   thou   no    searcloths    left?     Nor   any   o] 
poultice  ? 

Fbanville.    We  care  not  to  what  it  hath  been  ministered. 

SuBGFOx.    Sure  I  have  none  of  these  dainties,  gentlemen. 

Fbanville,    Where's  the  great  wen 
Thou  cut'st  from  Hugh  the  sailor's  shoulder? 
That  would  serve  now  for  a  most  princely  banquet. 

Subgeon.    Ay,  if  we  had  it,  gentlemen. 
I  flung  it  overboard,  slave  that  I  was. 

Laxdbb.    a  most  improvident  villain." 


:.*^t 


CbAP.  XXYL]  LAOEOON.  149 

a  pamtiBg  of  the  burial  of  Christ,  represents  one  of  the 
bjistanders  as  compressing  his  nose.  Eichardson^^  dis- 
approves of  this  upon  the  ground  that  Christ  had  not 
yet  been  dead  long  enough  for  his  body  to  have  passed 
into  corruption.  At  the  resurrection  of  Lazarus,  on  the 
contrary,  ne  is  of  opinion  that  an  artist  might  be  per- 
mitted to  draw  some  of  the  spectators  in  this  attitude, 
because  history  expressly  af&mis  that  his  body  already 
stank.  To  me  such  a  representation  would  there  also  be 
intolerable,  because  it  is  not  only  actual  stench,  but  the 
very  idea  of  it,  that  awakens  disgust.  We  avx^id  stinking 
places  even  if  we  have  a  cold  in  the  head.  fBut,  it  will 
be  replied,  painting  requires  the  disgusting,  not  for  its 
own  sake,  but  as  poetry,  to  strengthen  thereby  the  ridi- 
culous and  the  horrible.  At  its  peril  I  But  what  I  have 
remarked  of  the  ugly,  in  respect  to  this,  holds  good  so 
much  the  more  of  the  disgusting.  It  loses  incomparably 
less  of  its  e£fect  in  an  imitation  which  appeals  to  the  eyes 
than  in  one  which  appeals  to  the  earsA  In  the  former, 
therefore,  it  cannot  become  so  closely  mixed  up  with  the 
constituent  parts  of  the  ridiculous  and  the  horrible  as  in 
the  latter ;  as  soon  as  our  first  surprise  is  over,  and  our 
first  eager  look  satisfied,  it  again  becomps  altogether 
distinct,  and  stands  before  us  in  its  original  crude  form. 


CHAPTER  XXVI. 

Herb  Winckelmann's  •  History  of  Ancient  Art '  has  ap- 
peared, and  I  cannot  venture  a  step  further  before  I  have 
read  it.  To  subtilize  upon  art  merely  from  general  ideas 
may  lead  us  astray  into  whimsical  theories,  which  sooner  or 
later  we  find,  to  our  shame,  are  contradicted  in  the  works 
of  art.  The  ancients  also  well  knew  the  ties  by  which 
painting  and  poetry  are  bound  together,  and  it  will  be 
found  that  they  have  never  drawn  them  more  tightly 
than  was  advantageous  for  each.  What  their  artists 
did  will  teach  me  what  artists  generally  should  do,  and 

^  BichardsoD,  De  la  Peintore,  t  i.  p.  74. 
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where  sacli  a  man  as  Winckelmann  bears  the  tordi  of 
liistory  before,  speculation  can  confidently  follow. 

People  generally  dip  into  an  importieuit  work  before 
they  commence  seriously  reading  it.  My  chief  cariosity 
was  to  learn  the  opinion  of  the  author  upon  the  Laokoon, 
not  upon  the  art  displayed  in  its  execution,  for  with 
regard  to  that  he  has  already  explained  himself  else- 
where; but  upon  its  antiquity.  Whose  side  does  he 
take  ?  Theirs,  to  whom  Yirgil  appears  to  have  had  the 
group  before  his  eyes?  or  theirs  who  believe  that  the 
artists  worked  after  the  poet  ? 

My  taste  is  much  gratified  to  find  that  he  makes  not  the 
least  mention  of  imitation  having  taken  place  either  on 
the  one  side  or  the  other.  Where  is  the  absolute  neces- 
sity for  it?  It  is  not,  after  all,  impossible  that  the 
similarities  between  the  poetical  description  and  the  work 
of  art,  to  which  I  have  called  attention  above,  may  be 
accidental,  and  not  designed,  similarities ;  and  that,  so  £ear 
from  one  having  served  as  the  model  of  the  other,  the  two 
need  not  even  have  been  executed  after  the  same  ?  Yet 
had  he  been  prejudiced  by  the  appearance  of  such  imita- 
tion, he  must  have  declared  himself  in  favour  of  the 
former]  supposition ;  for  he  assumes  that  the  Laokoon  is 
the  production  of  an  age  when  art  among  the  Greeks 
had  reached  the  highest  summit  of  its  perfection,  i,e,  the 
age  of  Alexander  the  Great. 

"  That  good  destiny,"  he  says,^  "  which  watched  over 
art,  even  at  its  destruction,  has  preserved  for  the  admira- 
tion of  the  whole  world  a  work  of  this  period  of  art  as 
a  proof  of  the  reality  of  that  excellence  ascribed  by 
history  to  the  numberless  masterpieces  that  have  disap- 
peared. Laokoon,  together  with  his  two  sons,  executed 
by  Agesander,  Apollodorus,^  and  Athenodorus,  of  Bhodes, 
belongs  in  all  probability  to  this  time;  although  it  is 
impossible  to  determine  its  age  precisely,  or  to  give,  as 

*  Geachichte  dep  Kunst,  p.  847. 

*  Not  Apollodorus,  but  Folydorus.  Pliny  is  the  only  aathor  who 
mentions  these  artists,  and  I  do  not  know  that  there  is  any  diffeienoe 
in  the  manuscripts,  as  regards  this  name.  Had  it  been  so,  Haidonin 
would  certainly  have  noticed  it.  Folydorus  too  is  the  reading  in  all  the 
old  editions.  Winckelmann  must  merely  have  committed  a  trifling  enor 
in  transoription. 


Chap.  XXYL]  LAOKOOK.  151 

some  have  done,  the  exact    Olympiad  in  which  these 
artists  flourished/' 

In  a  note  he  adds :  "  Pliny  does  not  mention  the  age  in 
which  Agesander  and  his  assistants  in  his  work  lived; 
bat  Ma£fei,  in  his  explanation  of  ancient  statues,  takes 
it  far  certain  that  these  artists  flourished  in  the  88th 
Olympiad;  and  Bichardson  and  others  have  copied  this 
statement,  on  his  authority.  The  former  has,  I  think, 
mistaken  an  Athenodorus  among  the  pupils  of  Poly- 
kletus  for  one  of  the  artists  in  question,  and,  since 
Polykletus  flourished  in  the  eighty-seventh,  he  has  placed 
his  assumed  scholar  an  Olympiad  later :  Ma£fei  could  have 
had  no  other  grounds." 

He  certainly  could  not  have  had  any  other.  But  why  is 
Winckelmann  satisfied  with  merely  quoting  this  supposed 
reason  of  Maffei  ?  Does  it  contradict  itself?  Not  entirely. 
Although  it  is  corroborated  by  no  other  evidence,  yet  it 
makes  tor  itself  a  slight  amount  of  probability,  xmless 
there  is  some  evidence  to  prove  that  it  is  impossible  that 
Athenodorus,  the  pupil  of  Polykletus,  and  Athenodorus, 
the  associate  of  Agesander,  can  have  been  one  and  the 
same  person.  Fortunately  this  can  be  shown,  and  that 
too  by  their  different  countries.  The  first  Athenodorus 
came,  according  to  the  express  testimony  of  Pausanias,^ 
from  BJeitor  in  Arcadia ;  while  the  second,  on  the  authority 
of  Pliny,  was  a  native  of  Khodes. 

Winckelmann  can  have  had  no  object  for  wishing  that 
Maffei's  assumption  should  not  be  incontrovertibly  dis- 
proved by  the  production  of  this  circumstance.  It  must 
rather  be  that  the  grounds  which,  with  his  undeniable 
insight,  he  derives  from  the  art  displayed  in  the  work, 
have  appeared  to  him  of  such  importance  that  it  matters 
little  whether  the  opinion  of  Maffei  still  retains  some 
probability  or  not.  He  recognises  without  doubt  in  the 
Laokoon  too  many  of  those  "argutiae"*  which  were 
peculiar  to  Lysippus,  and  with  which  he  was  the  first  to 
enrich  art,  to  conceive  it  possible  that  it  should  be  the 
production  of  an  age  preceding  his. 

'  'ABrivodmpos  $6  K(d  Aafilas  .     .     .  oZroi  8^  'Apxddes  elcrlv  ^k  K\ttT6pot» 
Phoo.  cap.  ix.  p.  819,  edit.  Kuhn. 
*  Plimus,  lib.  xxxiv.  sect  19, 6. 
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But  supposing  it  proved  that  the  Laokoon  cannot  be  of 
greater  antiquity  than  the  age  of  Lysippus,  does  it 
heoessarily  follow  that  it  must  belong  to  about  that 
period,  or  that  it  is  impossible  it  should  be  the  work  of 
a  far  later  age?  To  pass  over  the  time  preceding  the 
establishment  of  the  Eoman  monarchy,  during  which 
art  in  Greece  now  lifted  and  now  drooped  its  head,  why 
may  not  the  Laokoon  have  been  the  happy  &uit  of 
that  rivalry  which  the  lavish  magnificence  of  the  first 
Caasars  must  have  enkindled  among  the  artists  ?  AYhy 
cannot  Agesander  and  his  helpmates  have  been  contem- 
poraries of  a  Strongylion,  an  Archesilaus,  a  Pasiteles,  a 
Fosidonius,  or  a  Diogenes  ?  Were  not  some  of  the  works 
of  these  masters  also  valued  as  highly  as  any  that  art 
had  ever  produced  ?  Let  us  suppose  that  pieces,  unques- 
tionably theirs,  were  still  extant,  but  that  the  age  of  their 
sculptors  was  Tinknown,  and  could  only  be  inferred  from 
their  style  of  art;  would  not  an  inspiration  almost 
divine  be  required  to  guard  the  critic  against  a  belief 
that  he  ought  to  attribute  them  also  to  that  age  which 
alone  Winckelmann  deems  capable  of  having  produced 
the  Laokoon  ? 

It  is  true  that  Pliny  does  not  expressly  state. the  time 
at  which  the  artists  of  the  Laokoon  flourished.  Still,  if  I 
were  to  draw  any  inference  from  the  connexion  of  the 
whole  passage,  as  to  whether  he  intended  to  rank  them 
among  the  ancient  or  modem  artists,  I  confess  that  the 
probability  seems  to  me  to  be  in  favour  of  the  latter 
supposition ;  but  let  the  reader  judge  for  himself. 

After  Pliny  has  spoken,  somewhat  at  length,  of  the 
most  ancient  and  greatest  masters  in  sculpture,  Pheidias, 
Praxiteles,  and  Skopas ;  and  has  afterwards  given,  with- 
out any  chronological  order,  the  names  of  the  rest,  and 
especially  of  those,  any  of  whose  works  were  still  extant 
at  Eome,  he  continues  as  follows :  ^  "  Nee  multo  plurium 
fama  est,  quorundam  claritati  in  operibus  eximiis  obstante 
numero  artificum,  quoniam  nee  unus  occupat  gloriam,  neo 
plures  pariter  nuncupari  possunt,  sicut  in  Laocoonte,  qui 
est  in  Titi  imperatoris  dome,  opus  omnibus  et  pictured  et 

•  Lib.  xxx?l  i,  11 
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Btatoariad  artiA  prsdponendam.  Ex  nno  lapide  etim  ei 
liberoB  dracontimque  mirabiles  nexus  de  consilii  sententia 
feoere  smnmi  artifices,  Agesander  et  Polydorus  et  Atheno- 
doms  Ehodii.  Similiter  Palatinas  domiis  Csesanuu 
replevere  probatissimis  signis  Craterus  cum  Pythodoro, 
Folydectes  cnm  Hermolao,  Pythodorus  alius  cum  Arte- 
mone,  et  singularis  Aplirodisius  Trallianus.  Agrippaa 
Pantheum  decoravit  Diogenes  Atheniensis ;  et  Caryatides 
in  oolumnis  templi  ejus  probantur  inter  pauca  operum : 
sicnt  in  fastigio  posita  signa,  sed  propter  altitudinem  loci 
minus  celebrata." 

Of  all  the  artists  mentioned  in  this  passage,  Diogenes  of 
Athens  is  the  only  one  whose  era  is  incontestably  deter- 
mined. He  decorated  the  Pantheon  of  Agrippa,  and  must 
therefore  have  lived  during  the  reign  of  Augustus.  Still, 
if  we  weigh  the  words  of  Pliny  a  little  more  closely,  I 
think  we  shall  find  that  the  age  of  Craterus  and  Pytho- 
domSy  of  Polydectes  and  Hermolaus,  of  the  second  Pytho- 
doniB  and  Artemon,  as  well  as  of  Aphrodisius  of  Tralles, 
are  just  as  xinquestionably  settled.  He  says  of  them, 
*'  Palatinas  domus  Caesarum  replevere  probatissimis  signis." 
Now,  I  ask,  is  it  possible  this  should  only  mean  that  the 
palaces  of  the  C»sars  were  filled  with  their  masterpieces ; 
in  the  sense,  namely,  that  the  Ca&sars  had  had  them 
collected  everywhere,  transported  to  Eome,  and  placed 
in  their  palaces?  Certainly  not.  But  they  must  have 
executed  their  statues  expressly  for  these  palaces  of  the 
Ceesars,  and  they  must  have  flourished  during  their  time. 
That  they  were  later  artists,  whose  labours  were  confined 
to  Italy,  may  be  clearly  inferred  from  the  fact  that  we  find 
no  mention  of  them  elsewhere.  Had  they  laboured  in 
Greece  in  early  times,  Pausanias  would  have  seen  one  or 
other  of  their  works,  and  have  preserved  their  memory  for 
us.  A  Pythodorus,  to  be  sure,  does  occur  in  him,®  but 
Hardouin  is  quite  wrong  in  taking  him  for  the  same  as 
that  mentioned  in  the  above-quoted  passage  of  Pliny ;  for 
Pausanias  calls  one  of  his  pieces,  a  statue  of  Juno  which  he 
saw  at  KoronsBa  in  Boaotia,  ayaXfia  apxaiov,  an  epithet  he 
only  applies  to  the  works  of  those  masters  who  hadflourished 

*  BcBotio.  cap.  xxxir.  p.  778.    Edit  Kuhii. 
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in  th6  most  ancient  and  rudest  days  of  art,  long  before 
Pheidias  and  Praxiteles.  With  works  of  tMs  kind  we  may 
be  quite  sure  the  Csesars  did  not  decorate  their  palaces. 
Still  less  attention  can  be  paid  to  another  conjecture  of 
Hardouin,  that  Artemon  is  perhaps  the  painter  of  the  same 
name  whom  Pliny  mentions  in  another  place.  Identity  of 
names  affords  but  a  very  poor  degree  of  probability  for  the 
sake  of  which  we  are  far  from  being  entitled  to  do  violence 
to  the  natural  interpretation  of  an  uncorrupt  passage. 

According  to  this  there  is  no  doubt  that  Oraterus  and 
Pythodorus,  Polydectes  and  Hermolaus,  &c.,  lived  under 
the  Caesars,  whose  palaces  they  filled  with  their  remark- 
able works,  and  it  seems  to  me  that  no  other  age  can  be 
reasonably  assigned  to  those  artists  from  whom  Pliny 
passes  on  to  the  others  by  a  "  similiter."  Now  these  are 
the  sculptors  of  the  Laokoon.  Let  my  reader  only  reflect, 
supposing  Agesander,  Polydorus,  and  Athenodorus  were 
as  old  masters  as  Winckelmann  believes  them  to  be,  how 
unnatiiral  it  would  appear  for  an  author,  in  whom  accuracy 
of  expression  is  of  considerable  importance,  when  he  is 
forced  to  pass  abruptly  from  them  to  the  most  modem 
artists  to  make  this  transition  by  means  of  an  "  In  like 
manner." 

Still  it  will  be  answered  that  this  "  similiter  "  does  not 
refer  to  a  connexion  in  respect  of  age,  but  to  another 
circumstance  which  these  artists,  so  different  in  point  of 
antiquity,  possessed  in  common.  Pliny,  it  will  be  said,  is 
speaking  of  those  artists  who  executed  works  together,  and 
on  account  of  this  association  remained  less  celebrated  than 
they  deserved  to  be.  For  since  no  one  alone  can  lay  claim 
to  the  honour  of  a  work  executed  in  common,  and  always 
to  mention  by  name  every  one  who  took  part  in  it  would 
have  been  too  tedious  ("  quoniam  nee  unus  occupat  gloriam, 
nee  plures  pariter  nuncupari  possunt "),  their  united  names 
became  neglected.  This  was  the  lot  of  the  sculptors  of  the 
Laokoon,  and  of  so  many  other  artists  whom  the  Caesars 
employed  in  the  decoration  of  their  palaces. 

I  grant  all  this ;  but  still  even  then  it  is  in  the  highest 
degree  probable  that  Pliny  is  speaking  only  of  modem 
artists  who  worked  in  conjunction.  For  if  he  were 
alluding  to  the  more  ancient,  why  did  he  only  mention  the 
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Bcnlpton  of  the  Laokoon  ?  Wliy  not  others  also  ?  Onatas 
and  Aalliteles  ?  Timokles  and  Timarchides  ?  or  the  sons 
of  this  Timarchides :  there  was  a  Jupiter,^  the  joint  pro- 
duction of  these  last,  in  Eome.  Herr  Winckelmann  himself 
says  that  a  long  list  might  be  given  of  ancient  works  which 
had  more  than  one  father;^  and  wonld  Pliny  have, only 
leoollected  Agesander,  Polydorus,  and  Athenodorus,  if  he 
had  not  expressly  confined  himself  to  the  latest  times  ? 

If  the  probability  of  a  supposition  increases  in  proportion 
to  the  mrniber  and  diffictdty  of  the  incomprehensible  cir- 
cmnstances  which  are  explained  by  it,  the  assumption 
that  the  sculptors  of  Laokoon  flourished  under  the  first 
Caesars  is  in  a  very  high  degree  confirmed ;  for  if  they  had 
laboured  in  Greece  at  the  period  to  which  Winckelmann 
attributes  them,  if  the  Laokoon  itself  had  formerly  been 
in  that  country,  the  silence  observed  by  the  Greeks  upon 
sudh  a  work  ("  opere  omnibus  et  picturaa  et  statuariaB  artis 
praeponendo  ")  would  be  exceedingly  strange.  It  would  sur- 
prise us  that  such  great  masters  should  have  executed 
nothing  else,  or  that  Fausanias  had  been  able  to  see  as 
little  of  the  rest  of  their  works  in  Greece  as  he  did  of  the 
Laokoon.  In  Kome,  on  the  contrary,  the  great  master- 
piece  might  long  remain  in  obscurity,  and,  even  if  it  were 
executed  as  early  as  the  time  of  Augustus,  there  would  be 
nothing  wonderful  in  Pliny's  having  been  the  first  and 
only  man  to  mention  it.  Let  us  only  call  to  mind  what 
he  says  of  a  Venus  by  Skopas  ^  which  stood  at  Eome  in 
a  temple  of  Mars ;  .  .  .  "  quemcumque  alium  locum 
nobilitatura.  Komee  quidem  magnitude  operum  cam 
obliterat,  ac  magni  officiorum  negotiorumque  acervi  omnes 
a  oontemplatione  talium  abducunt :  quoniam  otiosorum  et 
in  magno  loci  silentio  apta  admiratio  talis  est." 

Those  who  are  desirous  of  recognizing  in  the  group  of 
the  Laokoon  an  imitation  of  Virgil's  description  will  ac- 
cept the  remarks  I  have  made  hitherto  with  satisfaction. 
Another  conjecture  might  occur  to  me  which  likewise 
ought  not  to  call  forth  much  disapproval  from  them.  It 
was  very  likely,  they  might  think,  Asinius  Pollio  who  had 
Virgil's  Laokoon  executed  by  Greek  artists.    Pollio  was  a 

'  Plinius,  xxxvi.  4, 10.        *  Gesch.  der  Kunst,  voL  ii.  p.  331. 

*  Plinius,  xxxtI.  4,  8. 
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particular  friend  cf  tlie  poet,  outlived  him,  and  appears 
even  to  have  composed  a  work  of  His  own  upon  the  .^hieid, 
for  where  else  could  the  isolated  remarks  which  Serviuft 
quotes  from  him^°  have  found  a  place  so  easily  as  in  a  work 
of  his  own  upon  this  poem.  At  the  same  time  PoUio  was 
an  amateur  and  connoisseur  of  art,  possessed  a  rich  coUeo- 
tion  of  the  most  excellent  antique  works  of  art,  and  com- 
missioned the  artists  of  his  day  to  execute  new  ones  for 
him ;  and  so  bold  a  group  as  the  Laokoon  was  in  perfect 
accordance  with  the  taste  which  he  displayed  in  his  selec- 
tion :^^  "  ut  fuit  acris  vehementiee  sic  quoque  spectari  monu- 
menta  sua  voluit."  Still,  as  the  cabinet  of  FoUio  at  the 
time  of  Pliny,  when  the  Laokoon  stood  in  the  palace  of 
Titus,  appears  to  have  been  still  quite  xindivided  in  a  place 
especially  allotted  to  it,  this  supposition  must  again  lose  a 
good  deal  of  its  probability.  And,  after  all,  I  do  not  see 
why  Titus  himself  should  not  have  done  what  we  would 
ascribe  to  FoUio. 


■«o«- 
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I  AM  confirmed  in  my  opinion,  that  the  sculptors  of  the 
Laokoon  worked  under  the  first  Caesars,  or  at  any  rate 
cannot  be  of  such  antiquity  as  Herr  Winckelmann  be- 
lieves, by  a  small  piece  of  information  which  he  himself 
is  the  first  to  make  known.    It  is  this : — ^ 

"At  Nettuno,  formerly  Antium,  Cardinal  Alexander 
Albani,  in  the  year  1717,  discovered  in  a  great  vault, 
which  lay  covered  by  the  sea,  a  vase  of  greyish  black 
marble,  now  called  bigio,  in  which  the  group  was  inlaid; 
upon  it  was  the  following  inscription : — 

A0ANOAaPOS  APHSANAPOY 
POAIOS    EnOIHSE. 

*  Athanodorus  the  son  of  Agesandeb,  of  Ehodes,  uum 
rr.'    We  gather  from  this  inscription  that  father  and  son 

>*  JEneid,  lib.  iL  ▼.  7,  and  more  particularly  lib.  xi.  183.  Suoli  ■ 
work  therefore  might  safely  be  added  to  the  catalogue  of  this  maii'i 
lost  writiugs. 

**  Piinius,  zxzfL  4, 10.  ^  Gesoh.  der  Euust,  part  it  p.  847. 
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exeonted  the  Laokoon,  and  probably  ApoUodoms  (Poly- 
doms)  was  also  a  son  of  Agesander ;  for  this  Athanodoms 
can  be  no  other  than  the  one  mentioned  by  Pliny.  This 
inscription  further  proves  that  more  works  of  art  than 
three  only,  as  Pliny  says,  have  been  found,  on  which  the 
artists  have  inscribed  the  word  made  in  the  perfect  and 
definite  tense ;  eiroCrja-e,  fecit :  he  informs  ns  that  all  the 
rest  out  of  modesty  expressed  it  in  the  indefinite,  hroUi^ 
iaciebat.^ 

Herr  Winckelmann  will  find  few  to  gainsay  his  assertion 
that  the  Athanodoms  in  this  inscription  can  be  no  other 
than  the  Athenodorus  mentioned  by  Pliny  amongst  the 
sculptors  of  the  Laokoon.  Athanodoms  and  Athenodorus 
are  doubtless  the  same  name ;  for  the  Ehodians  spoke  the 
Doric  dialect.  But  upon  the  other  conclusions  which  he 
draws  from  this  inscription  I  must  make  a  few  remarks. 

His  first  inference,  lliat  Athenodorus  was  a  son  of  Age^ 
Sander,  may  pass.  It  is  very  probable,  but  not  indisput- 
able ;  for  it  is  well  known  that  there  were  ancient  artists 
who  abandoned  the  name  of  their  father,  and  adopted 
that  of  their  master.  What  Pliny  says  of  the  brothers 
Ai)ollonius  and  Tauriscus  hardly  admits  of  any  other 
interpretation.^ 

But  how  I  This  inscription  is  to  refute  the  assertion 
of  Pliny,  that  not  more  than  three  works  of  art  were 
to  be  found  on  which  the  artists  had  acknowledged  their 
productions  in  a  perfect  tense  (bj*"  iTrolrja-e  instead  of 
cTToui)?  This  inscription?  Why  should  we  first  learn 
from  this  inscription  what  we  might  have  long  ago  learnt 
from  many  others?  Had  not  KAco/xen/s  hroCrja-e  been 
already  found  upon  the  statue  of  Germanicus  ?  'Ap^eA-aos 
€7rotT7<r€  upon  the  so-called  deification  of  Homer?  And 
SoXTTtcDv  €7roLr)cr€  upon  the  famous  vase  at  Gaeta  ?  ^ 

Herr  Winckelmann  can  truly  say,  "Who  knows  this 
better  than  I  ?  but,"  he  will  also  add,  "  so  much  the  worse 
for  Pliny;  the  oftener  his  assertion  is  contradicted,  the 
more  undeniably  it  is  refuted." 

*  Lib.  xxxvi.  4, 10. 

•  See  the  list  of  inscriptions  on  ancient  works  of  art,  in  Mar. 
Gudins  (ad  Phajdri  fab.  v.  lib.  1),  and  cf.  at  the  same  time  Gronovius'a 
eorrection  of  this  passage  (Prsaf.  ad  tom.  ix.  Thesauri  Antiq.  Gr»c.). 
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Stay.  What  if  Herr  WiBokelmann  makes  Pliny  say 
more  than  he  really  means?  and  if  thus  the  examples  I 
adduced  refate,  not  the  assertion  of  Pliny,  but  merely  the 
addition  which  Herr  Winckelmann  has  made  to  this  as- 
sertion ?  And  this  is  really  the  case.  I  must  quote  the 
whole  passage.  Pliny,  in  his  dedication  to  Titiis,  wishes 
to  speak  of  his  work  with  the  modesty  of  a  man  who  him- 
self best  knows  how  far  it  still  falls  short  of  perfection. 
He  discovers  a  remarkable  example  of  such  modesty  among 
the  Greeks,  the  boastful  promises  of  whose  titte-pages 
("  inscriptiones,  propter  quae  vadimonium  deseri  possit ") 
he  has  been  criticizmg  somewhat ;  and  goes  on  to  say :  * 
"Et  ne  in  totum  videar  Graecos  insectari,  ex  illis  nos 
velim  inteUigi  pingendi  fingendique  conditoribus,  quos 
in  libellis  his  invenies,  absoluta  opera,  et  ilia  quoque  qusB 
mirando  non  satiamur,  pendenti  titulo  inscripsisse :  ut 
Apelles  faciebat,  aut  Polycletus:  tanquam  inohoata 
semper  arte  et  imperfecta:  ut  contra  judiciorum  yarie- 
tates  superesset  ar^ci  regressus  ad  veniam,  velut  emen- 
daturo  quidquid  desideraretur,  si  non  esset  interoeptus. 
Quare  plenum  verecundiee  illud  est,  quod  omnia  opera 
tanquam  novissima  inscripsere,  et  tanquam  singulis  fato 
adempti.  Tria,  non  amplius,  ut  opinor,  absolute  traduntur 
inscnpta,  Ille  Fecit,  quae  suis  locis  reddam :  quo  apparuit, 
summam  artis  securitatem  auctori  placuisse,  et  ob  id  magna 
invidia  ftiere  omnia  ea."  I  beg  the  reader  to  pay  attention 
to  Pliny's  expression, "  pingendi  fingendique  conditoribus." 
Pliny  does  not  say  that  the  custom  of  ackaowledging  their 
productions  in  the  imperfect  tense  was  universal  among 
artists,  or  that  all  in  every  age  had  observed  it ;  he  ex- 
pressly states  that  only  the  earliest  masters,  the  creators 
of  the  plastic  arts,  pingendi  fingendique  conditores,  Apelles, 
Polykletus,  and  their  contemporaries,  had  shown  this  wise 
modesty;  and  since  he  only  names  these,  he  intimates 
quietly  but  distinctly  enough  that  their  successors,  espe- 
cially in  later  times,  expressed  greater  confidence  in 
themselves. 

But  if  we  allow  this,  as  I  think  every  one  must,  the 
inscription  of  one  of  the  three  artists  of  Laokoon  which 

«Lib.L 
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lias  1)6611  discovered  may  be  perfectly  correct,  without 
involving  any  untruth  in  Pliny's  assertion  that  only 
ibxee  works  were  extant  in  the  inscriptions  on  whid^ 
their  authors  made  use  of  the  perfect  tense,  i.e.  among  the 
andent  works  of  the  periods  of  Apelles,  Polykletus,  Nicias, 
or  Lysippus.  But  if  so,  it  cannot  be  correct,  as  Herr 
Winckelmann  maintains,  that  Athenodorus  and  his  fellow- 
sculptors  were  contemporaries  of  Apelles  and  Lysippus. 
We  must  rather  conclude — if  it  is  true  that  among  the 
works  of  the  ancient  artists,  of  Apelles  and  Polykletus, 
and  the  rest  of  this  class,  only  three  were  to  be  found  in 
the  inscriptions  on  which  a  perfect  tense  was  used ;  if  it 
is  true  that  Pliny  himself  has  mentioned  these  three 
works  by  name,^  it  follows  that  Athanodorus,  to  whom 

*  At  least  he  expressly  promises  to  do  it :  *'  qtu»  suis  locis  reddam."  If, 
however,  be  has  not  entirely  forgotten  it,  he  has  only  mentioned  it  in 
passing;  and  not  in  the  way  one  expects  after  snch  a  pledge.  When, 
for  example,  he  writes  (lib.  xxxv.  sect.  39) :  ^  Lysippus  quoque  ^ginss 
pictuiSB  snsB  inscripsit,  iydKavaev:  qnod  profecto  non  fecisset,  nisi 
encaastica  inventa,  it  is  manifest  uiat  he  here  adduces  the  word 
MKoata^v  as  a  proof  of  a  very  different  fact  Had  he,  as  Hardouin  snjp* 
poses,  mentioned  it  ns  also'being  one  of  those  works  upon  which  the 
inscription  was  written  in  the  aorist,  he  would  not  have  failed  to  call 
attention  to  it.  Hardouin  thinks  he  discovers  the  other  two  works  of 
this  kind  in  the  followmg  passage :  '*Idem  (Divus  Augustus)  in  Curia 
qpoqne,  quam  in  Gomitlo  consecrabat,  duas  tabulas  impressit  parieti : 
Kemeam  sedentem  supra  leonem,  palmigeram  ipsam,  adstante  cum 
baculo  sene,  cujus  supra  caput  tabula  bigsB  dependet.  Nicias  Bcripsit 
se  inussisse :  tali  enim  usus  est  verbo.  Alterius  tabulae  admiratio  est, 
puberem  filium  seni  patri  similem  esse,  salva  sBtatis  differentia,  super- 
volante  aquila  draconem  complexa.  Philochares  hoc  suum  opus  esse 
testatus  est  *'  (lib.  xxxv.  sect.  10).  Here  two  different  pictures  are 
described,  whien  Augustus  put  up  in  his  newly  built  senate-house.  The 
first  was  by  Nikias ;  the  second  by  Philochares.  What  is  said  of  Philo- 
chiures  is  plain  enough ;  but  about  Nikias  there  are  some  difficulties. 
Kemea  was  represented  seated  upon  a  lion,  with  a  palm-branch  in  her 
hand ;  an  old  man  with  a  staff  in  his  hand  stood  near  her :  ^'  cujus  supra 
caput  tabula  bigsB  dependet."  What  does  this  mean  ?  Above  whose 
h^d  there  hung  a  tablet,  upon  which  a  two-horse  chariot  was  painted  ? 
Tet  this  is  the  only  sense  which  can  be  put  upon  the  words.  Thus 
another  smaller  picture  was  hung  upon  the  main  picture ;  and  both  of 
them  were  by  Kikias  ?  This  is  clearly  what  Hardouin  understands. 
How  else  are  two  pictures  of  Nikias  to  be  found,  since  one  is  expressly 
ascribed  to  Philochares  ?  **  Inscripsit  Nicias  igitur  geminse  huic  tabulia 
suum  nomen  in  himc  modum :  O  NIKIAS  ENEKAT2EN  :  atque  adeo  e 
tribus  operibufl,  qusB  absolute  foisse  inscripta,  Ills  Fcoit,  indicavit 


160  LESSING'S  PROSE  WOBES.  [Chap.  XXYHi 

neither  of  these  three  pieces  is  attributed,  and  who  jet 
uses  a  perfect  tense  in  the  inscription  on  his  work,  does 
not  belong  to  these  ancient  artists.  He  cannot  be  a  con- 
temporary of  Apelles  or  Lysippns,  but  must  be  placed  at 
a  later  period. 

In  short,  I  believe  it  may  be  admitted  as  a  very  trast- 
worthy  criterion  that  all  artists  who  have  made  use  of  the 
hroCrja-e  flourished  long  after  the  time  of  Alexander  the 

Prffifatlo  ad  Titum,  duo  hsec  sunt  NiclsB."  I  would  ask  Hardouin :  Sup- 
posing Kikias  had  actually  used  the  imperfect,  and  not  the  aorifit,  and 
Fliny  had  only  wished  to  remark  that  the  artist  had  employed  iyKoitof 
instead  of  ypipety^  would  not  the  idiom  of  his  language  still  have  com- 
pelled him  to  say,  Niciaa  scripsit  se  inuastsse  i    But  I  will  not  insist 
upon  this :  it  may  really  have  been  Pliny's  intention  to  record  here  one 
of  the  works  in  question.    But  who  would  be  convinced  about  the  two 
pictures,  one  of  which  hung  over  the  other  ?    I,  at  least,  never  could. 
The  words  *'oajus  supra  caput  tabula  bigaa  depended'  must  therefore 
be  corrupt.    Tabuia  ligas,  "  A  painting  of  a  two-horse  chariot,"  does  not 
sound  like  Pliny's  Latin,  even  allowing  that  he  uses  bigse  elsewhere  in 
the  singular i    And  what  kind  of  two-horse  chariot  was  it  likely  to  be? 
Perhaps  it  was  of  the  kind  used  in  the  Nemean  games,  and  xhoB  the 
less  picture  would,  in  respect  to  its  subject,  be  connected  with  the  prin- 
cipal one.    But  this  supposition  will  not  stand ;  for  four-horso  chariots, 
not  two,  were  commonly  used  at  the  Nemean  games  (Schmidias  in  ProL 
ad  Nemeonicas,  p.  2).    It  once  occurred  to  me  that  Pliny  might  have 
written  the  Greek  word  vrvx^ov  instead  of  bigsB,  and  that  the  tran- 
scribers did  not  understand  it.    For  we  know,  from  a  passage  in  An- 
tigones  Carystius,  quoted  by  Zenobius  (eonf.  Gronovius  t.  ix.  Antiquit. 
Grseo.  Prsef.  p.  7),  that  the  ancient  artists  did  not  always  inscribe  iheir 
names  upon  the  works  themselves,  but  sometimes  upon  a  tablet  affixed 
to  the  picture  or  statue.   Such  a  tablet  was  called  trrvxiov.   This  Greek 
word  was  perhaps  explained  by  the  gloss  tabula,  tabella ;  and  tabula 
thus  came  to  be  inserted  in  the  text.    Bigse  arose  out  of  irrvxW,  and 
thus  the  reading  tabula  bigee  may  be  accounted  for.    Nothing  can  agree 
better  with  what  follows  than  vrvxioy,  for  the  subsequent  sentence  con- 
tains what  was  inscribed  upon  it.  The  whole  passage  would  stand  thus : 
**  cujus  supra  caput  vrvx^ov  dependet,  quo  Nicias  scripsit  se  inussisse." 
Still  I  acknowledge  that  this  correction  is  a  little  bold.    But  we  are  not 
obliged  to  propose  a  correction  for  every  passage  that  we  can  prove  to 
be  corrupt.    I  am  contented  with  having  performed  the  latter  task,  and 
leave  the  former  to  an  abler  hand.    But  to  return  to  the  point  in  ques- 
tion.   If  Pliny  thus  speaks  of  only  one  painting  of  Nikins  upon  which 
the  inscription  was  in  the  aorist,  and  the  second  of  thiA  ^md  is  that  of 
Lysippus  mentioned  above,  which  then  is  the  third  ?  1  know  not.    If  I 
had  to  look  for  it  in  any  other  author  than  Pliny,  I  should  feel  no 
difficulty.    It  ought,  however,  to  be  found  in  Pliny,  and  there,  I  repeat, 
it  is  nob 
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^  shortly  before  or  under  the  Caesars.  Of  Eleomones 
ndisputable ;  of  Archelaus  it  is  in  the  highest  degree 
ble ;  and  of  Salpion  the  contrary  at  any  rate  cannot 
y  way  be  proved.  The  same  may  be  said  of  the 
vithout  excepting  Athenodorus. 
T  Winckelmann  himself  may  act  as  judge  in  this 
ion,  but  I  protest  in  anticipation  against  the  con- 
position.  If  all  the  artists  who  have  made  use  of 
€  belonged  to  a  late  period,  it  does  not  follow  that 
LO  used  cTToui  belonged  to  an  early  one.  Even  among 
ter  artists  there  may  have  been  some  who  really  felt 
lodesty  so  becoming  to  a  great  man,  and  others  who 
)d  to  feel  it. 


CHAPTER  XXVni. 

to  the  Laokoon  I  was  most  curious  to  see  what 
Winckelmann  would  say  of  the  so-called  Borghese 
.tor.  I  believe  that  I  have  made  a  discovery  about 
batue,  to  which  I  attach  all  the  importance  that  can 
ributed  to  such  discoveries. 

as  afraid  that  Herr  Winckelmann  might  have  anti- 
d  me.     I  do  not,  however,  find  any  intimation  of 

his  work;  and  if  anything  could  render  me  dis- 
al  of  the  correctness  of  my  conjectures,  it  would  be 
.ct  that  my  fears  are  not  realized. 
)me,"  says  Herr  Winckelmann,^  "  take  this  to  be  the 

of  a  discobolus,  i.e.  of  one  who  is  throwing  a  discus 
nd  plate  of  metal ;  and  this  was  the  opinion  expressed 
3  celebrated  Herr  von  Stosch  in  a  letter  to  me,  but 
i,  I  think,  without  sufficient  consideration  of  the 
ie  in  which  such  a  figure  would  stand.  For  a  man 
3  just  going  to  throw  draws  his  body  backwards,  and 

moment  of  the  act  lets  the  whole  of  his  weight  fall 
lis  right  leg,  while  the  left  remains  idle ;  but  here 
ist  the  reverse  ;  the  whole  frame  is  thrown  forwards 
ans  upon  the  left  leg,  whilst  the  right  is  extended 
ards  as  far  as  it  can  be.    The  right  arm  is  new,  and 

1  Gesch.  der  Eunst,  vol.  ii.  p.  S9i, 
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a  pieoe  of  a  lance  has  been  placed  in  its  hand ;  on  the  left 
arm  may  be  seen  the  strap  of  the  shield  which  he  bore. 
If  one  observes  that  the  head  and  the  eyes  are  directed 
upwards,  and  that  the  figure  appears  to  be  guarding  with 
the  shield  against  something  which  threatens  it  from 
above,  this  statue  may  be  regarded  with  more  justice  as 
representing  a  soldier  who  had  especially  distinguished 
himself  in  a  situation  of  danger,  for  it  is  to  be  presumed 
that  among  the  Greeks  a  statue  was  never  erected  in 
honour  of  a  gladiator  at  the  public  shows ;  and,  besides, 
this  work  seems  older  than  the  introduction  of  such 
spectacles  into  Greece." 

No  decision  can  be  juster.  This  statue  is  no  more  that 
of  a  gladiator  than  of  a  discobolus ;  it  really  represents  a 
warrior  who  in  such  a  posture  distinguished  himself  at 
some  perilous  crisis.  But  since  Herr  Winckelraann  divined 
thi^  so  happily,  how  came  he  to  stop  short  there?  How 
was  it  that  the  warrior  did  not  occur  to  his  mind  who,  in 
precisely  this  posture,  averted  the  overthrow  of  an  entire 
army,  and  to  whom  his  grateful  coimtry  had  a  statue 
erected  in  precisely  the  same  attitude  ? 

In  a  word,  the  statue  is  Chabrias. 

This  is  proved  by  the  following  passage  from  Nepos,  in 
the  Life  of  this  general :  ^  '*  Hie  quoque  in  summis  habitus 
est  ducibus ;  resque  multas  memoria  dignas  gessit.  Sed 
ex  his  elucet  maxime,  inventum  ejus  in  proelio,  quod  apud 
Thebas  fecit  quum  Boeotiis  subsidio  venisset.  Namque 
in  eo  victorisB  fidente  summo  duce  Agesilao,  fugatis  jam 
ab  eo  conductitiis  catervis,  reliquam  phalangem  loco  vetuit 
cedere,  obnixoque  genu  scuto,  projectaque  hasta  impetum 
excipere  hostium  docuit.  Id  novum  Agesilaus  contuens, 
progredi  non  est  ausus,  suosque  jam  incurrentes  tuba  re- 
vocavit.  Hoc  usque  eo  tota  Groecia  fama  celebratum  est, 
ut  illo  statu  Chabrias  sibi  statuam  fieri  voluerit  qu83  pub- 
lice  ei  ab  Atheniensibus  in  foro  constituta  est.  Ex  quo 
factum  est,  ut  postea  athletre,  ceterique  artifices  his  stati- 
bus  in  statuis  ponendis  uterentur,  in  quibus  victoriam 
essent  adepti." 

I  know  th3  reader  will  pause  an  instant  before  he 

>Oap.i 
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l)e8towB  his  assent,  "but  I  hope  it  will  onlj  be  for  an 
instant.  The  attitude  of  Chabrias  does  not  appear  to 
haye  been  precisely  the  same  as  that  of  the  Borghese 
statue.  The  lance  thrown  forward  ("  projecta  hasta  ")  is 
common  to  both ;  but  commentators  explain  *^  obnixo 
genu  Bcuto"  by  "obnixo  in  scutum" — "obfirmato  genu 
ad  scutum  " ;  Chabrias  showed  his  men  how  they  should 
lean  with  their  knees  against  their  shields,  and  behind 
them  await  the  enemy ;  the  statue,  on  the  contrary,  raises 
its  shield  on  high.  But  how  if  the  commentators  were 
wrong  ?  Is  it  not  possible  that  the  words  "  obnixo  genu 
scuto"  ought  not  to  be  connected,  but  that  "obnixo  genu" 
and  "  scuto  "  should'  be  taken  separately,  or  the  last  read 
with  the  following  words,  "  projectaque  hasta  "  ?  If  we 
only  insert  a  single  comma,  the  correspondence  between 
the  statue  and  description  is  complete.  The  statue  is  that 
of  a  soldier,  "  qui  obnixo  genu,*  scuto  projectaque  hasta 
impetum  hostis  excipit."  It  represents  Chabrias's  action, 
and  is  the  statue  of  Chabrias.  That  the  comma  is  really 
wanting  is  proved  by  the  que  affixed  to  the  jprojecta,  which 
would  be  superfluous  if  "  obnixo  genu  scuto  "  were  con- 
nected; and,  in  fact,  some  editions  have  omitted  it  on 
that  account. 

The  form  of  the  characters  in  the  artist's  inscription 
upon  the  statue  coincides  exactly  with  the  great  antiquity 
which,  imder  this  supposition,  must  be  accorded  to  the 
statue ;  and  Herr  Winckelmann  has  himself  inferred  from 
them  that  it  is  the  most  ancient  of  the  statues  now  in 
Bome  on  which  the  masters  have  recorded  their  names. 
I  leave  it  to  his  acute  glance  to  determine  whether  he 
observes  anything  in  its  style  which  is  in  conflict  with 
my  opinion.     Should  he  honour  my  suggestion  with  his 

•  Similarly  Statius  uses  chnixa  pectora  (Thebaid.  lib.  vi.  863)  :— 

'S    .    .    mmpunt  obnixa  furenteB 
Pectora," 

which  the  old  commentator  of  Barth  explains  by  *'  snmma  vi  contra 
nitentia."  Ovid  also  (Halient.  ii.)  uses  obnixa  fronte,  when  speaking 
of  the  '*  scarus"  endeavouring  to  force  its  way  through  the  fish-trap,  not 
vnih  its  head,  but  with  its  taiL 

''Kon  audet  radiis  obnixa  oconrrere  fironte." 

Hi 
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approval,  I  shall  flatter  myself  that  I  have  produced  a 
better  instance  of  how  happily  the  classical  authors  may 
be  illustrated  by  the  ancient  works  of  art,  and  the  latter 
in  their  turn  by  the  former,  than  can  be  found  in  the 
whole  of  Spence's  folio. 


-•o^ 
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With  all  the  boundless  reading  and  most  extensive  and 
minute  knowledge  of  art  which  Herr  Winckelmann  has 
applied  to  his  task,  he  has  worked  in  the  noble  confidence 
of  the  ancient  artists  who  expended  all  their  industry 
upon  the  main  object,  and  either  executed  the  parts  of  less 
importance  with,  as  it  were,  intentional  negligence,  or 
left  them  altogether  to  the  hands  of  any  chance  artist. 

It  is  no  small  merit  to  have  only  fallen  into  faults  that 
any  one  might  have  avoided ;  faults  which  are  seen  at  the 
first  cursory  reading,  and  which  if  I  notice  at  all  it  is 
only  with  the  object  of  reminding  certain  people  who 
think  that  they  alone  have  eyes  that  they  are  not  worth 
remarking. 

Already  in  his  writings  upon  the  imitation  of  Gredan 
works  of  art  Herr  Winckelmann  has  been  several  times 
misled  by  Junius.  Junius  is  a  very  insidious  author.  His 
whole  work  is  a  cento,  and  while  he  always  uses  the 
words  of  the  ancients  he  not  unfrequently  applies  passages 
to  painting  which  bear  reference  to  anything  rather  than 
painting  in  their  original  context.  When,  e.g.j  Herr 
Winckelmann  desires  to  teach  us  that  perfection  can  no 
more  be  reached  by  the  mere  imitation  of  nature  in  art 
than  it  can  in  poetry,  and  that  the  painter  as  well  as  poet 
must  prefer  the  impossible,  which  is  probable,  to  the 
merely  possible,  he  adds,  "  the  possibility  and  truth  which 
Longinus  requires  of  a  painter,  as  opposed  to  the  in- 
credible in  poetry,  is  perfectly  consistent  with  it."  But 
this  addition  had  much  better  have  been  omitted,  for  it  ex- 
hibits a  seeming  contradiction  in  the  two  greatest  critics 
on  art  which  is  altogether  without  foundation.  It  is  not 
true  that  Longinus  ever  said  anything  of  the  kind.  He 
makes  a  somewhat  similar  remark  upon  eloquence  and 
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3  art  of  poetry,  but  in  no  way  upon  poetry  and  painting. 
?  y  erepov  rt  17  p-qTopLKr)  ^arracria  povkerat,  koL  erepov  ij  irapa 
irirakt  ovk  &v  XajOoi  <r€,  he  writes  to  his  friend  Terentian;^ 
r  art  T^s  /A6V  €V  iroirjaeL  riXos  iorlv  iKTrXiyf ts,  t^s  8*  cv  Xoyois 
py€Lau  And  again,  Ou  /jt-^v  dAAa  ra  /a€v  Trapa  rots  irotiyrats 
^ucwrepav  l^ct  t^v  vTrc/DCKTrroxriv,  /cat  Travr^  to  irtorov  wrcp- 
ovorav  t^s  Se  prjropucrjs  <^arrao'tas,  /coAAtorov  act  to  tpLirpaxrov 

ivaXrjOis.  Only  Junius  substitutes  painting  for  oratory; 
i  it  was  in  him,  and  not  in  Longinus,  that  Herr  Winckel- 
iim  read,^  "  PraBsertim  cum  poetic83  phantasies  finis  sit 
rXiyf  ts,  pictoriee  vero,  ivoipyeCa^  /cat  ra  /xcv  irapa  rots  irotiyrats, 

loquitur  idem  Longinus,"  &o.  True,  they  are  Lon- 
lus's  words,  but  not  Longinus's  meaning. 
The  same  must  have  been  the  case  with  the  following 
servation:  "All  actions,"  he  says,^  "and  attitudes  of 
•eok  figures  which  are  not  marked  by  the  character  of 
sdom,  but  are  too  vehement  and  wild,  fell  into  a  fault, 
doh  the  ancient  artists  called  parenthyraus.**  The 
cient  artists  ?  That  can  only  be  proved  out  of  Junius, 
*  jparenthyrsus  was  a  technical  term  in  rhetoric,  and 
rhaps,  as  the  passage  in  Longinus  appears  to  intimate, 
>d  only  by  Theodorus.  Tovr<j)  Trapoicetrat  rpirov  ri  Koxia^ 
OS  €V  Tots  Traft^TtKots,  OTrcp  6  ®£oS(i)/9os  irapcvOvpcrov  CKoXct* 
rt  8c  Traces  axaipov  koI  /cevov,  fvOa  firj  Set  irdOov^'  rj  afi€Tpov 
>a  fxerpLov  Set.*  I  even  doubt  whether  generally  this 
>rd  can  be  transferred  to  painting.  For  in  eloquence 
d  poetry  there  is  a  pathos  which  may  be  carried  to  its 
trome  point  without  becoming  parenthyrsus.  It  is  only 
3  deepest  pathos  out  of  place  that  is  parenthyrsus.     But 

the  painting  extreme  pathos  would  always  be  paren- 
T8U8,  even  if  it  can  be  perfectly  justified  by  the  circum- 
kuces  of  the  person  who  expresses  it. 
According  to  all  appearance,  therefore,  the  varior^ 
iccuracies  in  the  History  of  Art  have  arisen  merely  from 
)rr  Winckelmann  having  in  haste  consulted  Junius 
ttead  of  the  originals.    For  instance,  when  he  is  proving 

>  ireprTif/ovs,  rfxrifM  it'.    Edit.  T.  Fabri,  pp.  36-39. 

«  De  Pictura  Vet.  lib.  L  cap.  iv.  p.  33. 

'  Yon  dor  Nachaliiuung  dcr  Grieoh.  Werke,  &c.,  p.  23. 
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by  examples  that  among  the  Greeks  all  excellence  in  every 
art  and  craft  was  especially  valued,  and  that  the  best 
workman  even  in  the  most  trifling  matters  might  suc- 
ceed in  immortalizing  his  name,  he  quotes  among  others 
the  following  instance:^  "We  know  the  name  of  a 
maker  of  particularly  accurate  balances  or  pairs  of  scales : 
it  is  Parthenius."  Herr  Winckelmann  can  only  have 
read  the  words  of  Juvenal  to  which  he  is  here  referring, 
"  Lances  Parthenio  factus,"  in  the  list  of  Junius ;  for  if 
he  had  referred  to  Juvenal  himself  he  would  not  have 
been  misled  by  the  equivocal  meaning  of  the  word  "  lanx," 
but  would  have  seen  at  once  from  the  context  that  the 
poet  was  speaking,  not  of  balances  and  scales,  but  of 
plates  and  dishes.  Juvenal  is  praising  Catullus  because 
in  a  perilous  storm  at  sea  he  had  done  as  the  beaver  does 
who  mutilates  himself  to  save  his  life,^  and  had  thrown 
all  his  most  valuable  baggage  overboard,  in  order  that  he 
and  the  ship  might  not  go  down  together.  These  valu- 
ables he  describes,  and  amongst  other  things  says — 

"  Hie  nee  argentum  dubitabat  mittere,  lances 
Parthenio  factas,  umae  cratera  capacem 
Et  dignum  sitiente  Pholo,  vel  conjuge  Tusci. 
Adde  et  bascaudas  et  mille  escaria,  multum 
CsBlati,  biberet  quo  callidus  emptor  Olynthi.** 

What  can  lances  mean  here,  joined  as  it  is  with  goblets 
and  kettles,  but  "plates  and  dishes"?  and  all  Juvenal 
intends  to  say  is  that  Catullus  threw  overboard  his  whole 
service  of  plate,  among  which  were  some  embossed  dishes 
of  the  workmanship  of  Parthenius.  "  Parthenius  casla- 
toris  nomen,"  says  an  old  scholiast.  But  when  Orangseus 
in  his  commentary  adds  to  this  name  "  sculptor,  de  quo 
Plinius,"  he  must  have  written  at  haphazard,  for  Plmy 
does  not  mention  any  artist  of  this  name. 

"Even,"  continues  Herr  Winckelmann,  "the  name  of 
the  saddler,  as  we  should  call  him,  who  made  Ajax*s 
leather  shield  has  been  preserved."  But  he  cannot  have 
derived  this  statement  from  the  authority  to  which  he 

*  Gesoh.  der  Kunst,  i.  p.  186. 

•  [See  Plhiy,  Nat.  Hist.  viii.  47.— Bi>.] 
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refers  bis  reader,  viz.  from  Herodotos's  Life  of  Homer. 
Certainly  the  lines  of  the  Hiad  are  there  quoted  in  which 
the  poet  applies  the  name  of  Tychios  to  this  worker  in 
leather ;  but  it  is  expressly  stated  that  properly  a  leather- 
worker  of  Homer*8  acquaintance  was  so  caUed,  whose 
name  was  inserted  as  a  proof  of  friendship  and  grati- 
tude.^ 

dareSoMcc  8^  X^^^  '^^  "^VX^  '''^  cricvrct*  6s  cSc^aro  avrov 
€v  T^  New  T€t;(€t,  vpoaeXOovra  Trpb^  to  (ricvrcibv,  iv  toi5 
Ircci  Karaiojias  iv  ry  'IXia8i  rots  Sc: 

aZias  8'  iyyvOev  ^X$€  tf>€piav  coko^  Tfur€  rrvpyoVf 
"XaXjcecty  hrrapotvov    o  ol  Tvp(ios  Ka/x,€  T€6\<av 
SicvroTOfifiDV  o\   aptOTO^f  *'^^V  ^*  oucia  votW. 

The  position,  therefore,  is  exactly  opposite  to  that  which 
Herr  'Winokelmann  intended  to  maintain.  The  name  of 
the  saddler  who  made  Ajax's  shield  was  in  Homer's  time 
already  so  entirely  forgotten  that  the  poet  was  free  to 
substitute  a  completely  strange  name  in  its  stead. 

Various  other  trifling  faults  are  mere  errors  of  memory, 
or  refer  to  subjects  which  he  only  introduces  cursorily  as 
illustrations,  e.g. — 

It  was  Hercules,  and  not  Bacchus,  of  whom  Farrhasius 
boasted  that  he  appeared  to  him  in  a  vision  in  the  same 
form  in  which  he  painted  him.® 

Tauriscus  was  not  a  native  of  Khodes,  but  of  Tralles  in 
Lydia.* 

The  AntigOMc  was  not  the  first  of  Sophokles's 
tragedies.^® 

»  Herod,  de  Vita  Homeri.    Edit.  Weasel,  p.  756.    [v.  R  vii.  219.] 

B  Gesch.  der  Eunst,  voL  i.  p.  176.  Flinius,  lib.  xxxv.  sect.  36.  Athen- 
nas,  lib.  xii.  p.  543. 

•  Gesch.  der  Kunst,  vol.  ii.  p.  853.  Plinius,  lib.  xxxvi  4, 10,  [Taur- 
ijsci,  non  csBlatoris  illius,  sed  Tralliani."] 

*®  Gesch.  der  Kunst,  ii.  p.  328.  **The  Antigone,  his  first  tragedy, 
was  acted  in  the  third  year  of  the  seventy-seventh  Olympiad."  The 
date  is  about  correct,  but  it  is  quite  incorrect  that  the  Antigone  was 
his  first  tragedy.  Samuel  Petit,  whom  Herr  Winckelmann  quotes  in  a 
note,  is  far  from  making  this  statement,  bat  expressly  places  the  An- 
tigone in  the  third  year  of  the  eighty-fourth  Olympiad.  Sophokles,  in 
the  following  year,  accompanied  Fer^es  to  Samoa ;  and  the  date  of  thjui 
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But  I  refrain  from  multiplying  such  trifles.    For  cen- 
Boriousness  it  could  not  be  taken ;  but  whoever  knows  my 

expedition  can  be  fixed  accurately.  I  show  in  my  Life  of  Sophokle8,by 
a  comparison  of  a  passage  of  the  elder  Pliny,  that  the  first  tragedy  of 
this  poet  was,  in  all  probability,  the  Triptolemus.  Pliny  is  speaking 
(lib.  xviii.  sec.  12)  of  the  different  qualities  of  com  in  different  coun- 
tries; and  concludes:  **H8q  fuere  sententisB,  Alexandre  Magno  legnantei 
enm  clarissima  fuit  Grsecia,  atque  in  toto  terrarum  orbe  potentusima; 
ita  tamen  ut  ante  mortem  ejus  annis  fere  OXLY.  Sophocles  poeta  is 
fabula  Triptulemo  frumentum  Italicum  ante  cuncta  laudaverit,  ad  to- 
bum  transtata  sententia : — 

Et  fortunatam  Italiam  frumento  oonere  oandido.** 

It  is  true  that  the  first  tragedy  of  Sophokles  is  not  expressly  q>oken  of 
here ;  but  it  proves  that  its  date,  which  Plutarch  and  the  Scholiast  and 
the  'Arundel  marbles  all  agree  in  placing  in  the  seyentyHaeventh  Olym- 
piad, coincides  so  closely  with  the  year  which  Pliny  assigns  to  the 
Triptolemus,  that  this  last  must  be  allowed  to  have  been  the  first 
tragedy  of  Sophokles.  The  calculation  is  fairly  made  oul  Mexander 
died  in  the  hundred  and  fourteenth  Olympiad;  a  hundred  and  forty-five 
years  are  equivalent  to  thirty-six  Olympiads  and  a  year;  if  this  number 
be  subtracted  from  the  total,  there  remain  seventy-seven.  Sophokles's 
Tripolemus  therefore  was  published  in  the  seventy-seventh  Olympiad; 
in  the  same  Olympiad,  ana  even,  as  I  prove,  in  the  last  year  of  it,  hii 
first  tragedy  was  acted.  The  conclusion  is  obvious :  they  were  one  and 
the  same  tragedy.  I  prove,  at  the  same  time,  therefore,  that  Petit  might 
have  spared  himself  the  trouble  of  writing  tlie  whole  half  of  the  oliapter 
in  his  Miscellanea  (lib.  iii.  cap.  xviii.)  which  Winckelmann  has  quoted. 
It  is  unnecessary  in  the  passage  in  Pliny  wliich  he  there  wishes  to 
amend  to  change  the  name  of  the  arciion  Aphesion  into  TJemotion,  or 
iiy4}\ftos.  He  had  only  to  pass  from  the  third  year  of  the  seventy-seventh 
Olympiad  into  the  fourth,  and  he  would  have  found  that  the  arohon 
of  this  year  is  as  often,  if  not  oftoner,  called  Aphesion  by  ancient 
authors,  as  he  is  Pli83don.  He  is  called  Phsodun  by  Diodorus  Siculus, 
Dionysius  Halicamasseus,  and  by  the  anonymous  author  of  the  table 
of  the  Olympiads.  He  is  called  Aphesion,  on  the  other  hand,  on  tiie 
Arundel  marbles,  by  Apollodorus,  and  by  Diogenes  Laertius,  who  is 
quoting  tliis  latter.  Plutarch  spealra  of  him  imder  botli  names  :  in  the 
Liife  of  Theseus,  PhsBdon ;  in  that  of  Cimon,  Aphesioiu  The  conjecture 
of  Palmorius  is  therefore  rendered  probable: "  Aphesionem  et  Phsddonem 
Archontas  fuisse  eponymos ;  sciUoet,  uno  in  magistratu  mortuo,  suffectus 
fait  alter"  (Exercit.  p.  452).  Horr  Winckelmann,  as  I  opp')rtuncly 
leooUect,  has  allowed  another  error  concerning  Sophokles  to  creep  into 
bis  first  work  on  the  Imitation  of  Grecian  Works  of  Art  (p.  8).  ''  The 
most  beautiful  youu^  i)eople  danced  unclad  upon  the  stage,  and  Soplio- 
kles,  the  great  Sophokl^  was,  in  Ids  youth,  the  first  who  exhibited  thia 

rtaole  to  his  fellow-dtizens."    Sophokles  never  danced  unclad  upon 
stage.    He  did  dance  around  tlie  tropldes  after  the  victoiyof  Sahb* 
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;li  esieem  for  Herr  Winckelmann  might  consider  it 

L  Aooording  to  some  authors,  he  was  naked  when  he  did  so ;  hut 
oiding  to  others,  he  was  clothed  (Athen.  lib.  i.  p.  m.  20).  Sophokles 
i,  in  met,  one  of  the  boys  who  were  carried  over  to  Salamis  for 
urity :  and  it  was  upon  this  island  thai  it  was  the  pleasure  of  the 
^o  muse  to  assemble  her  three  favourites  in  a  typical  gradation, 
e  bold  iBschylus  contributed  to  the  victory ;  the  young  Sophokles 
loed  around  the  trophies ;  and  Euripides  was  bom  upon  that  same 
annate  isle  on  the  very  day  of  the  victory. 
^  lmp(uatktyfi6sf  dealing  iu  UriAa^  a  wozd  found  in  Ilesycliius. — 'Esk\ 


HOW  THE  ANCIENTS  EEPRESENTED 

DEATH. 

[This  essay  was  published  separately  in  1769.    It  has  not 

been  translated  befove.] 


inteoduOtion. 


•*o^ 


Hue  indisputable  fact  that  nearly  all  Lessing's  works  owe 
their  existence  to  some  personal  impetus  has  gained  him 
the  undesirable  reputation  of  being  a  kind  of  philosophical 
Ishmaelite.  But  this  is  not  absolutely  the  case.  Lessing 
did  not  attack  his  contemporaries  for  the  pure  pleasure  of 
aggression,  but  because  as  Heine  so  well  expresses  it  '*  he 
was  the  living  critique  of  his  peripd."  Polemics  were 
his  delight  in  so  far  as  he  hoped  to  rectify  what  was 
erroneous  and  hence  when  he  saw  himself  or  others 
unjustly  attacked,  he  at  once  flew  to  his  pen.  But  it 
was  not  fighting  for  fighting's  sake,  but  for  the  sake  of 
what  he  held  to  be  the  truth.  After  the  publication  of  the 
'  Laokoon,'  a  certain  Klotz,  Professor  of  the  University  of 
Halle,  published  a  very  unwarrantable  attack  upon  its 
accuracy  and  scholarship,  and  among  other  matters,  he 
accused  Lessing  of  having  been  guilty  of  "  an  unpardon- 
able fault."  Such  an  accusation  from  such  a  quarter 
highly  exasperated  Lessing,  who  was  moreover  in  an 
irritable  state  at  the  time,  owing  to  the  failure  of  his 
scheme  with  the  Hamburg  theatre.  This  induced  him 
to  write  his  '  Antiquarian  Letters,'  which  were  true 
polemics,  but  it  also  led  him  to  write  his  little  essay 
*How  the  Ancients  represented  Death,'  which  he  was 


174  LESSIKG'S  FBOSE  WOBKg. 

very  desirous  should  not  be  confounded  with  the  cSxcn 
stances  that  gave  it  birth,  though  it  had  also  b 
prompted  by  a  remark  of  Elotz's.  Klotz  had  averred, 
reply  to  Lessing's  assertion  in  a  note  of  the  '  Laokoc 
that  the  ancients  never  represented  death  as  a  skelet 
that  they  constantly  thus  represented  it  and  referred 
figures  of  skeletons  found  on  gems  and  reliefs.  "Klotz  1 
here  confounded  two  distinct  ideas,  and  Lessing,  attrac 
by  the  theme,  wrote  this  short  essay  to  prove  his  theo 
The  result  was  that  his  idea  of  the  genius  with  a  revert 
torch  as  a  personification  of  deaj^h  was  eagerly  accepted 
his  contemporaries,  who  were  glad  to  banish  the  grinni 
skeleton  of  Christian  and  medisBval  art.  Goethe 
*  Wahrheit  und  Dichtung '  expresses  the  joy  with  wh 
the  essay  was  greeted.  A  few  archsBologists  diffared  & 
Lessing  in  his  interpretation  of  Fausanias,  concerning  i 
crossing  of  the  feet,  among  them  Heyne  suggested  tl 
"  bent  outwardly  "  may  be  intended  in  lieu  of  "  orosse 
but  agreed  with  Lessing  that  "crooked"  could  ne* 
have  been  meant.  Such  philological  niceties  do  ] 
detract  from  the  excellence  of  the  whole,  and  this  Hi 
investigation  has  become  a  classic  among  Lessiu 
works,  praised  even  by  Goease  in  the  very  midst  of  th 
bitter  feud* 
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DEATH. 


roULB  be  Borry  if  tliis  disquisition  wore  to  be  estimated 
jrding  to  the  eircunistanco  that  gave  it  occasion.     This 

0  despicable,  that  only  the  manner  in  which  I  have 

1  it  can  excuse  me  for  having  used  it  at  all. 

Theb.  10, 105 :  "  And  to  Done  does  this  ehape  seem  sorrawM." 
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Not  indeed  tliat  I  do  not  consider  our  present  pnblio  to 
be  too  delicately  averse  to  all  that  is  called  polemics, 
or  resembles  it.  It  seems  as  though  it  wished  to  forget 
that  it  owes  the  elucidation  of  many  an  important  point 
to  mere  contradiction,  and  that  mankind  would  be  of  one 
mind  on  no  subject  in  the  world  if  they  had  as  yet  never 
wrangled  about  anything. 

"Wrangled,"  for  so  politeness  names  all  discussion. 
Wrangling  has  become  something  so  unmannerly  that  we 
must  be  less  ashamed  of  hatred  and  calumny  than  of 
controversy. 

If  however  the  greater  part  of  the  public,  which  will  not 
hear  of  controversial  writings,  consisted  of  authors,  then  it 
might  perhaps  be  something  else  than  mere  politeness  that 
was  intolerant  of  a  polemical  tone.  It  is  so  displeasing  to 
egotism  and  self-conceit !  It  is  so  dangerous  to  the  sur- 
reptitious reputation  I 

And  truth,  they  say,  so  rarely  gains  thereby. — So 
rarely  ?  Granted  that  as  yet  truth  has  been  established 
through  no  contest ;  yet  nevertheless  truth  has  gained  by 
every  controversy.  Controversies  have  stimtUated  the 
spirit  of  investigation,  have  kept  prejudice  and  authority 
in  constant  convulsion;  in  brief,  have  hindered  gilded 
untruth  from  taking  root  in  the  place  of  truth. 

Neither  can  I  share  the  opinion  that  controversies  are 
only  demanded  by  the  most  important  truths.  Importance 
is  a  relative  idea,  and  what  is  very  unimportant  in  one 
respect  may  become  very  important  in  another.  As  a  con- 
stituent of  our  cognition  one  truth  is  therefore  as  important 
as  another ;  and  whoever  is  indifferent  in  the  most  trifling 
matter  to  truth  and  untruth,  will  never  persuade  me  that 
he  loves  truth  merely  for  the  sake  of  truth. 

I  will  not  impose  my  way  of  thinking  concerning  this 
matter  on  any  one.  But  I  may  at  least  beg  him  who 
differs  from  me  most  widely,  if  he  intends  to  speak  publidy 
of  this  investigation,  to  forget  that  it  is  aimed  at  any  one. 
Let  him  enter  upon  the  subject  and  keep  silence  concern- 
ing the  personages.  To  which  of  these  the  art  critic  is 
most  inclined,  which  he  holds  in  general  to  be  the  best 
writer,  nobody  demands  to  know  from  him.  All  that  is 
desired  to  learn  from  him  is  this,  whether  he,  on  his  part. 
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has  atiglit  to  place  in  the  scale  of  the  one  or  the  other 
-which  in  the  present  instance  would  ^  turn,  or  further 
-weight  the  scales.  Only  such  extra  weight,  frankly 
accorded,  makes  him  that  which  he  wishes  to  be ;  but  ho 
must  not  fancy  that  his  mere  bold  enunciation  would  be 
such  an  extra  weight.  If  he  be  the  man  who  overtops 
Qs  both,  let  him  seize  the  opportunity  to  instruct  us 
both. 

Of  the  irregularity  which  he  will  soon  perceive  in 
my  work,  he  may  say  what  likes  him  best.  If  only  he 
does  not  let  the  subject  be  prejudiced  thereby.  I  might 
certainly  have  set  to  work  more  systematically ;  I  might 
have  placed  my  reasons  in  a  more  advantageous  light ;  I 
might  still  have  used  this  or  that  rare  or  precious  book ; 
indeed  what  might  I  not  have  done ! 

It  is  moreover  only  on  long-known  monuments  of 
ancient  art  on  which  I  have  been  enabled  to  lay  the 
foundations  of  my  investigation.  Treasures  of  this  kind 
are  daily  brought  to  light,  and  I  myself  should  wish  to  be 
among  those  who  can  first  satiate  their  thirst  for  know- 
ledge. But  it  would  be  singidar  if  only  he  should  be 
deemed  rich  who  possesses  the  most  newly  minted  money. 
It  is  rather  the  part  of  prudence  not  to  have  too  much  to 
do  with  this  before  its  true  value  has  been  established 
beyond  question. 

The  antiquarian  who,  to  prove  a  new  assertion,  refers  us 
to  an  ancient  work  of  art  that  only  he  knows,  that  he  has 
first  discovered,  may  be  a  very  honest  man,  and  it  would 
be  sad  for  research  if  this  were  not  the  case  with  seven- 
eighths  of  the  confraternity.  But  he,  who  grounds  his 
assertion  only  on  that  which  a  Boissard  or  Pighius  has 
seen  a  hundred  or  more  years  before  him,  can  positively 
be  no  cheat,  and  to  discover  something  new  in  the  old,  is 
at  least  as  laudable,  as  to  confirm  the  old  through  the 
new. 


VOL.  m.  ^ 
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Qsn,    (From  LlcetuE,  see  p  200.) 

THE  CAUSE  I 

Herb  Elotz  always  thinks  he  is  at  my  heels.  But  | 
always  when  I  turn  to  look  after  him  at  his  call,  I  see  ^ 
Lim  wandering  in  a  clond  of  dust,  quite  at  one  side  on  a 
road  that  I  have  never  trodden,  "  Herr  Leasing,"  so  miis 
his  latest  call  of  this  nature,'  "  will  permit  me  to  tisaign  to 
his  assertion  that  the  ancient  artists  did  not  represent  death 
as  a  skeleton  ('  Laokoon,'  ch.  xi.  note,)  the  same  value  as  to 
his  two  other  propositions,  that  the  ancientfi  never  repre- 
sented a  fury,  or  a  hovering  figure  without  wings.  He 
cannot  even  persuade  himself  that  the  recumbent  bronze 
skeleton  which  rests  with  one  arm  on  a  cinerary  nm  in 
the  Ducal  Gallery  at  Florence,  is  a  real  antique.  Perhaps 
he  would  be  more  easily  persuaded,  if  he  looked  at  the 
engraved  gems  on  which  a  complete  skeleton  is  por- 
trayed (see  Buonarotti,  '  OsB.  sopr.  ale  Vetri,'  t,  xxxviii,  3, 
and  Lippert'B  ■  l-aktyliothet,'  2nd  1000,  n.  S98).  In  the 
Museum  Florentinum  this  skeleton  to  which  an  old  man 

>  Iq  (he  preface  lo  tbe  second  port  of  Cajrliu'B  treatiises.  [Foi  tlw 
oontTOTerted  Btatcmentd  in  '  Laokaon,'  see  above,  pp.  IS  noh  sud  SI 
mole  1,  6S  note  3,  and  e«peciallj  73,  nofs  1.] 
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in  a  sitting  attitude  is  playing  something  on  the  flute  is 
likewise  to  be  seen  on  a  gem.  (See  '  Les  Satires  de  Perse, 
par  Sinner,'  p.  30.)  But  engraved  stones  belong  to 
allegory,  Herr  Lessing  will  say.  Well  then  I  refer  him; 
to  the  metallic  skeleton  in  the  Kircherian  Museum  (see 
'  Ficoroni  Gemmas  antiq.  rarior.'  t.  viii.).  If  he  is  not  yet 
satisfied,  I  will  over  and  above  remind  him  that  Herr 
Winckelmann,  in  his  'Essay  on  Allegory,'  p.  81,  has 
already  taken  notice  of  two  ancient  marble  urns  in  Bome 
on  which  skeletons  stand.  If  my  numerous  examples  are 
not  tedious  to  Herr  Lessing,  I  will  still  add '  Sponii  Miscell. 
Antiq.  Erud.'  sect.  i.  art.  III.,  especially  No.  6.  And  since 
I  have  once  taken  the  liberty  to  note  some  things  against 
him,  I  must  refer  him  to  the  splendid  collection  of  painted 
vases  possessed  by  Mr.  Hamilton,  to  show  him  another 
fury  on  a  vase  (Collection  of  Etruscan,  Grecian,  and 
Boman  antiquities  from  the  cabinet  of  the  Hon.  Wm. 
Hamilton,  No.  6)." 

It  is,  by  Heaven,  a  great  liberty,  forsooth,  to  contradict 
me !  And  whoever  contradicts  me  must  I  suppose  be  very 
earefiil  whether  he  is  tedious  to  me  or  no ! 

Unquestionably  a  contradiction  such  as  Herr  Klotz 
charges  me  with,  is  enough  at  any  rate,  to  put  the  coolest, 
calmest  man  out  of  temper.  If  I  say  "  it  is  not  yet  night,'* 
then  Herr  Klotz  say»,  "  but  it  is  long  past  noon."  If  I 
say  "  seven  and  seven  do  not  make  fifteen,"  then  he  says, 
"  but  seven  and  eight  do  make  fifteen."  And  this  is  what 
he  calls  contradicting  me,  confuting  me,  convicting  me 
of  unpardonable  errors. 

I  beg  of  him  for  one  moment  to  have  rather  more 
recourse  to  his  imderstanding  than  to  his  memory. 

I  have  asserted  that  the  ancient  artists  did  not  repre- 
sent Death  as  a  skeleton,  and  I  assert  it  still.  But  is  to 
say  that  the  ancient  artists  did  not  represent  Death  as 
a  skeleton  the  same  thing  as  saying  that  they  never 
represented  a  skeleton  at  all?  Is  there  absolutely  no 
difierence  between  these  two  sentences,  so  that  he  who 
proves  the  one  must  needs  prove  the  other  ?  that  he  who 
denies  the  one  must  needs  deny  the  other  ? 

Here  is  an  engraved  gem,  and  a  marble  urn,  and  there 
a  brazen  image;   all  are  undoubtedly  antique,  and  aU 

N  2 
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represent  a  skeleton.  Very  good.  Who  does  not  know  this 
'Wno  can  help  knowing  this  if  there  is  nothing  amiss  witl 
Lis  fingers  and  eyes,  as  soon  as  he  wishes  to  know  it 
Must  antique  works  of  art  be  always  construed  alle 
gorically  ? 

These  antique  works  of  art  represent  skeletons ;  but  d( 
these  skeletons  represent  Death  ?  Must  a  skeleton  of  neces 
Bity  represent  Death,  the  personified  abstraction  of  Death 
the  deity  of  Death  ?  Why  should  not  a  skeleton  simpb 
represent  a  skeleton  ?    Why  not  even  something  else  ? 


INQUIRY. 

Here  Klotz's  acumen  goes  far  I  I  need  not  answer  bin 
more,  but  yet  I  will  do  more  than  I  need.  Since  som< 
other  scholars  more  or  less  share  Herr  Klotz's  pervers< 
idea,  I  will  establish  two  things  for  their  benefit. 

Firstly :  that  the  ancient  artists  really  represented  Death 
the  deity  of  Death,  under  quite  another  image  than  tha 
of  a  skeleton. 

Secondly:  that  the  ancient  artists,  when  they  repre 
sented  a  skeleton,  meant  by  this  skeleton  something  quit 
different  from  Death  as  the  deity  of  Death. 

I.  The  ancient  artists  did  not  portray  Death  as  a  skeleton 
for  they  portrayed  him  according  to  the  Homeric  idea, 
as  the  twin  brother  of  Sleep,  and  represented  both  Deatl 
and  Sleep,  with  that  likeness  between  them  which  w 
naturally  expect  in  twins.  On  a  chest  of  cedarwood  ii 
the  temple  of  Juno  at  Elis,  they  both  rested  as  boys  ii 
the  arms  of  Night.  Only  the  one  was  white,  the  othe: 
black ;  the  one  slept,  the  other  seemed  to  sleep ;  both  witl 
their  feet  crossed.^ 

Here  I  will  invoke  a  principle  to  which,  probably,  veri 
few  exceptions  will  be  found,  namely  this,  that  the  ancient 
faithfully  retained  the  sensuous  representation  which  ha( 
once  been  given  to  an  ideal  being.  For  even  though  sucl 
representations  are  arbitrary,  and  every  one  has  an  equa 
right  to  conceive  them  thus  or  thus,  yet  the  ancients  hel( 

>  11.  xvi.  681,  2.  *  Pausanias,  Eliao.  cap.  xviii  p.  422. 
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it  good  and  needful  that  the  late  comers  should  waive  thia 
right  and  follow  the  first  inventor.  The  cause  is  clear: 
without  this  general  uniformity  no  general  recognition  is 
possible. 

Consequently  this  resemblance  of  Death  to  Sleep,  once 
accepted  by  the  Greek  artists,  will,  according  to  all  likeli- 
hood, have  been  always  observed  by  them.  It  showed 
itself  indubitably  on  the  statues  which  these  two  beings 
had  at  LacedsBmon,  for  they  reminded  Pausanias^  of 
Homer's  representation  of  them  as  brothers. 

Now  what  most  distant  resemblance  with  Sleep  can  be 
conceived,  if  Death  stood  beside  him  as  a  mere  skeleton  ? 

"Perhaps,"  writes  Winckelmann,*  "Death  was  thua 
portrayed  by  the  inhabitants  of  Gades,.the  modem  Cadiz, 
who  among  all  peoples  were  the  only  one  who  worshipped 
Death.*' 

Now  Winckelmann  had  not  the  faintest  reason  for  this 
"  perhaps."  Philostratus^  only  says  of  the  Gaditani  "  that 
they  were  the  only  people  who  sang  paeans  to  Death." 
He  does  not  even  name  a  statue,  not  to  mention  that  he  gives 
us  no  reason  whatever  to  presume  that  this  statue  repre- 
sented a  skeleton.  Finally,  what  has  the  representation. 
of  the  Gaditani  to  do  with  the  matter  ?  It  is  a  question 
of  the  symbolical  pictures  of  the  Greeks,  not  of  those  of 
the  barbarians. 

I  observe,  by  the  way,  that  I  cannot  concur  with 
Winckelmann  in  rendering  the  words  of  Philostratus,  rov 
Oayarov  fiovoi  avOpiaTrtov  -Tratavtfovrou,  as  "  the  Gaditani  were 
among  all  peoples  the  only  one  who  worshipped  Death." 
Worshipped  says  too  little  for  the  Gaditani,  and  denies  too 
much  of  the  other  peoples.  Even  among  the  Greeks 
Death  was  not  wholly  unreverenced.  The  peculiarity  of 
the  Gaditani  was  only  this,  that  they  held  the  deity  of 
Death  to  be  accessible  to  entreaty,  that  they  believed  that 
they  could  by  sacrifices  and  peeans  mollify  his  rigour  and 
delay  his  decrees.  For  paeans  mean  in  their  special  sense, 
songs  sung  to  a  deity  to  avert  some  evil.  Philostratus 
seems  to  refer  to  the  passage  in  ^schylus,  where  it  is 

*  Laoonio.  cap.  xiz.  p.  253.  *  Allege,  p.  83. 

*  Vita  Apoll.  lib.  v.  o.  4. 
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said  of  Death,  that  lie  is  the  only  one  among  the  gods 
who  regards  no  gifts  and  hence  has  no  altars,  to  whom  no 
peeans  are  sung : 

Winckelmann  himself  mentions  in  his  'Essay  on  Alle- 
gory' regarding  Sleep,^  that  on  a  gravestone  in  the  Palazzo 
Albani,  Sleep  is  represented  as  a  young  genius  resting  on 
a  reversed  torch,  beside  his  brother  Death,  "  and  just  so 
represented  these  two  genii  may  be  found  on  a  cinerary 
urn  in  the  CoUegio  Clementino  in  Rome."  I  wish  he  had 
recollected  this  representation  when  dealing  with  Death 
itself.  Then  we  should  not  miss  the  only  genuine  and 
general  representation  of  Death  where  he  furnishes  us 
only  with  various  allegories  of  various  modes  of  dying. 

We  might  also  wish  that  Winckelmann  had  described 
the  two  monuments  somewhat  more  precisely.  But  he 
says  very  little  about  them,  and  this  little  is  not  as  defi- 
nite as  it  might  be.  Sleep  leans  upon  a  reversed  torch ; 
but  does  Death  do  so  too?  and  exactly  in  the  same  way? 
Is  there  not  any  distinction  between  both  genii  ?  and  what 
is  it?  I  do  not  know  that  these  monuments  have  been 
much  known  elsewhere  where  one  might  find  an  answer 
for  oneself. 

However  they  are,  happily,  not  unique  of  their  kind. 
Winckelmann  did  not  notice  anything  on  them  that  was 
not  noticeable  on  others  that  had  been  known  long  before 
him.  He  saw  a  young  genius  with  a  reversed  torch  and 
the  distinct  superscription  Somno  ;  but  on  a  gravestone  in 
Boissard^  we  see  the  same  figure,  and  the  inscription  Somno 
Orestilia  Filia  leaves  us  as  little  in  doubt  as  to  its  meaning. 
It  often  occurs  in  the  same  place  without  inscription, 
indeed  on  more  than  one  gravestone  and  sarcophagus  it 
occurs  in  duplicate.^  Now  what  in  this  exactly  similar 
duplication  can  the  other  more  fitly  be  than  the  twin- 
brother  of  Sleep,  Death,  if  the  one  be  a  picture  of 
Sleep  ? 

It  is  surprising  that  archsBologists   should    not  know    ' 
this,   or  if  they  knew  it  should  forget  to  apply  it  in     ' 

•  p.  76.        '  Topograph,  parte  iii.  p.  48.        •  Pane  v.  pp.  22,  23. 
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their  expositions.    I  will  only  give  a  few  examples  of 
this. 

Before  all  others  I  remember  the  marble  sarcophagus 
which  Bellori  made  known  in  his  '  Admiranda/*  and.  has 
explained  as  relating  to  the  last  fate  of  man.  Here  is 
shown  among  other  things  a  winged  youth  who  stands  in 
a  pensive  attitude  beside  a  corpse,  his  left  foot  crossing 
his  right,  his  right  hand  and  his  head  resting  on  a 
reversed  torch  supported  on  the  breast  of  the  corpse,  and 
in  his  left  hand  which  grasps  the  torch,  he  holds  a  wreath 
with  a  butterfly.^®  This  figure,  says  Bellori,  is  Amor,  who 
is  extinguishing  the  torch,  that  is  to  say  the  affections, 
on  the  breast  of  the  dead  man.  And  I  say,  this  figure  is 
Death. 

Not  every  winged  boy  or  youth  need  be  an  Amor. 
Amor  and  the  swarm  of  his  brothers  had  this  formation  in 
common  with  various  spiritual  beings.  How  many  of  the 
race  of  genii  were  represented  as  boys?^^  And  what  had 
not  its  genius?  Every  place,  every  man,  every  social 
connexion  of  mankind,  every  occupation  of  men  from  the 
lowest  to  the  highest,^^  yes  I  might  say,  every  inanimate 
thing,  whose  preservation  was  of  consequence,  had  its 
genius.  If  this  had  not  been  a  wholly  unknown  matter, 
to  Herr  Klotz  among  others  also,  he  would  surely  not  have 
spared  us  the  greater  part  of  his  sugary  story  of  Amor  on 
engraved  gems.^^  With  the  most  attentive  fingers  this 
great  scholar  searched  for  this  pretty  little  god  through 
all  engraved  books,  and  wherever  he  only  saw  a  little 
naked  boy,  there  he  cried :  Amor !  Amor !  and  registered 
him  quickly  in  his  catalogue.  I  wish  him  much  patience 
who  will  scrutinize  these  Klotzian  Amors.  At  each 
moment  he  will  have  to  eject  one  from  the  ranks.  But 
of  this  elsewhere. 

Enough  that  not  every  winged  boy  or  youth  must 
necessarily  be  an  Amor ;  for  then  this  one  on  the  monument 
of  Bellori  need  least  of  all  be  so. 

And  absolutely  cannot  so  be  !    For  no  allegorical  figure 

»  Tab.  Ixxix.  "  [See  illustration,  p.  175.] 

"  Barthius  ad  Kutilii  lib.  i.  v.  327,  p.  121.  '''  Ibid.  p.  128. 

•»  Cber  den  Nutzen  und  Qehr,  der  alt.  geschnitt.  St.  pp.  194-224, 
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may  be  contradictory  to  itself.  This  however  an  Amor 
would  be  whose  work  it  is  to  extinguish  the  affections 
in  the  breast  of  man.  Such  an  Amor  is  just  on  this 
account  no  Amor. 

Bather  everything  thiat  is  about  and  on  this  winged 
youth  speaks  in  favour  of  the  figure  of  Death. 

For  if  it  had  only  been  proved  of  Sleep  that  the 
ancients  represented  him  as  a  young  genius  with  wings, 
this  alone  would  sufficiently  justify  us  in  presuming  the 
same  of  his  twin  brother,  Death,  "  Somni  idolum  senile 
fingitur."  Barth  wrote  in  a  happy-go-lucky  way^*  to 
justify  his  punctuation  of  a  passage  in  Statins : 

"  Crimine  quo  merui,  juvenis  placidissime  divdm, 
Quove  errore  miser,  donis  ut  solus  egerem 
Somne  tuis  ? " 

the  poet  implored  Sleep,  and  Barth  would  have  that  the 
poet  said  juvenis  of  himself,  not  of  Sleep. 

"  Crimine  quo  merui  juvenis,  placidissime  divum,"  &c. 

So  be  it,  because  at  a  pinch  so  it  might  be,  but  the  reason 
is  nevertheless  quite  futile.  Sleep  was  a  youthful  deity 
with  all  poets,  he  loved  one  of  the  Graces,  and  Juno,  in 
return  for  an  important  service,  gave  him  this  Grace  to  wife. 
And  yet  artists  are  declared  to  have  represented  him  as 
an  old  man  ?  That  could  not  be  credited  of  them,  even 
if  the  contrary  were  no  longer  visible  on  any  monument. 

But  not  only  Sleep,  as  we  see,  but  another  Sleep,  that 
can  be  no  other  than  Death,  is  to  be  beheld  on  the  less 
known  monuments  of  Winckelmann,  and  on  those  more 
familiar  of  Boissard,  as  a  young  genius  with  reversed 
torch.  If  Death  is  a  young  genius  there,  why  could  not 
also  a  young  genius  be  Death  here  ?  And  must  he  not  so 
be,  since,  besides  the  reversed  torch,  all  his  other  attri- 
butes are  the  most  beautiful,  most  eloquent  attributes  of 
Death? 

What  can  more  distinctly  indicate  the  end  of  life  than 
an  extinguished,  reversed  torch  ?  If  it  is  Sleep,  this  short 
interruption  to  life,  who  here  rests  on  such  a  torch,  with 
how  much  greater  right  may  not  Death  do  so  ? 

>«  Ad  Statium,  SUv.  v.  4. 
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The  wings  too  are  even  more  fitly  Ids  tHan  Sleep's. 
His  assault  is  eyen  more  sudden,  his  passage  more 
rapid. 

" Sen  me  tranqnilla  Senectus 

Ezpectat,  sen  Mors  atris  circumvolat  alis" 

—says  Horace.^*^ 

And  the  wreath  in  his  left  hand  ?  It  is  the  mortuary 
garland.  All  corpses  were  wreathed  among  the  Greeks 
and  Bomans;  wreaths  were  strewn  upon  the  corpse  by 
surviving  friends ;  the  funeral  pile,  urn  and  monument 
were  decked  with  wreaths.^^ 

Finally,  the  butterfly  above  this  wreath?  Who  does 
not  know  that  a  butterfly  is  the  emblem  of  the  soul,  and 
especially  of  the  departed  soul? 

To  this  must  be  added  the  entire  position  of  the  figure, 
beside  a  corpse  and  leaning  upon  this  corpse.  What 
deity,  what  higher  being  could  and  might  take  this  posi- 
tion, save  Death  himself?  A  dead  body,  according  to  the 
idea  of  the  ancients,  polluted  all  that  approached  it,  and 
not  only  the  mortals  who  touched  it  or  did  but  behold  it, 
but  even  the  gods  themselves.  The  sight  of  a  corpse  was 
absolutely  forbidden  to  all  of  them. 

€fAOL  yap  ov  U€fAK  9^tTous  opav 

Euripides"  makes  Diana  say  to  the  dying  Hippolytus. 
Yes,  to  avoid  this  spectacle  they  had  to  withdraw  as  soon 
as  the  dying  man  drew  his  last  breath.  For  Diana  con- 
tinues thus : 

ouS*  ofifia  )(paCv€iv  Oav(WLfwi(nv  cicTrvoats* 
opw  Sk  (T    ^Stj  TOvSe  irXrjo'LOV  kokov' 

— ^and  therewith  departs  from  her  favourite.  For  the  same 
reason  Apollo  says  in  the  same  poet  ^^  that  he  must  now 
depart  from  the  cherished  abode  of  Admetus  because 
Alkestis  nears  her  end. 

iyu)  Se,  /xrj  /xCacrfjid  fi    cv  S6/xols  'c^XI7« 
XctTTO)  ixiXAOpinv  ToivSc  KfuXTOTrjv  OTeyTJv* 

"  Lib.  ii.  Sat.  i.  v.  57,  58. 

"  Car.  Pascbalii  Coronarum,  lib.  iv.  c  5. 

]^  Hippol.  V.  1437.  "  Ale.  v.  22,  23. 
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I  consider  this  circumstance,  that  tHe  gods  might  not 
pollute  themselves  by  the  sight  of  a  corpse,  as  very  cogent 
in  this  place.  It  is  a  second  reason  why  it  cannot  "be  Amor 
who  stands  beside  the  corpse,  and  is  also  a  reason  against 
all  the  other  gods,  the  one  god  alone  excepted  who  cannot 
possibly  pollute  himself  by  regarding  a  corpse,  Death 
tiimseli. 

Or  is  it  thought  that  perchance  yet  another  deity  is  to 
be  excepted,  namely,  the  especial  genius,  the  especial 
guardian  spirit  of  man?  Would  it  then  be  something 
preposterous,  it  might  be  said,  if  a  man's  genius  stood 
mourning  beside  his  body,  since  its  vital  extinction  forces 
him  to  separate  from  it  lor  ever  ?  Yet  even  though  this 
idea  woiud  not  be  preposterous,  it  would  be  wholly 
opposed  to  the  ancient  mode  of  thought,  according  to 
which  even  a  man's  guardian  spirit  did  not  await  his 
actual  death,  but  parted  from  him  before  the  total  separa- 
tion of  body  and  soul  ensued.  This  is  manifestl;^* 
attested  by  several  passages,^^  and  consequently  this 
genius  cannot  be  the  especial  genius  of  the  just  departed 
mortal  on  whose  breast  he  is  resting  his  torch. 

I  must  not  pass  over  in  silence  a  peculiarity  in  his  posi- 
tion. I  seem  to  find  in  it  a  confirmation  of  a  conjecture 
which  I  advanced  in  the  same  part  of  the  Laokoon.^®  This 
conjecture  encountered  objections;  it  may  now  be  seen 
whether  on  good  grounds. 

When  namely  Pausanias  describes  the  representation 
on  a  sarcophagus  in  the  temple  of  Juno  at  Elis,  above 
named,  where  among  other  things  there  appears  a  woman 
who  holds  in  her  right  arm  a  white  sleeping  boy,  and  in 
her  left  a  black  boy,  KaOcv^vri  ioucoTa,  which  may  equally 
mean  "  who  resembles  the  sleeping  boy "  as  "  who  seems 
to  sleep,"  he  adds:  dl/JK^orepovs  Stcorpaft/Aei'ous  tovs  iroSa9. 
These  words  are  rendered  by  the  Latin  translator  as  dii- 
tortia  utrinque  pedibuSy  and  by  the  French  as  lea  pieds  contre- 
faits.  I  asked  to  what  purpose  the  crooked  feet  here? 
How  come  Sleep  and  Death  by  these  unshapely  limbs? 
What  are  they  meant  to  indicate  ?    And,  at  a  loss  for  an 

1*  Wonna,  Exerolt.  iii.  de  Geniis,  cap.  2,  §  7.   **  See  above,  p.  73  noim 
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answer,  I  proposed  to  translate  SLearpafifievovs  tovs  TroSa? 
not  by  **  crooked "  but  by  "  crossed  feet,"  because  this  is 
the  usual  position  of  sleepers,  and  Sleep  is  thus  repre- 
sented on  ancient  monuments. 

It  will  be  needful  first  to  quote  the  whole  passage  in  its 
connected  form,  because  Sylburg  deemed  an  emendation 
necessary  in  those  very  words.  TreiroiTfrai  Sc  ywri  TratSa 
Xcvfcov  KaOevSovra  dve)(ov(ra  tq  S€$iS  x^^P^  '"^  ^^  irip^  fieXava 
l^ct  iraSSa  KaOtvSovTt  iotKora^  dfji<l>oT€pov^  BicfTrpafJifiiuov'S  rov^ 
iroSas.  Sylburg  deemed  Sicarpafji/xei/ovs  objectionable,  and 
thought  that  it  would  be  better  to  read  Siearpafifjiiuov 
instead,  because  it  is  preceded  by  ioUoTa,  and  both  refer  to 
9rat8a.^  Now  this  change  would  not  only  be  superfluous, 
but  also  quite  false.  Superfluous,  because  why  should  this 
SLaaTp€<l>€a'Ocu  refer  just  to  7rat8a,  since  it  may  as 
well  refer  to  afiKfiOTipovs  or  iroSas?  False,  because  thus 
a/jL<fHyr€pov^  could  only  belong  to  TroSas,  and  we  should  have 
to  translate  "  crooked  in  both  feet,"  while  it  still  refers  to 
the  double  TratSa,  and  we  must  translate  "  both  with  crooked 
feet."  That  is  to  say,  if  SLearpafjufiivos  here  means  crooked 
and  can  mean  crooked  at  all ! 

Now  I  must  confess  that  when  I  wrote  the  passage  in 
the  *  Laokoon,'  I  knew  of  no  reason  why  Sleep  and  Death 
should  be  depicted  with  crooked  feet.  Only  afterwards 
I  found  in  Eondel  ^^  that  the  ancients  meant  to  denote  by 
these  crooked  feet,  the  ambiguity  and  fallaciousness  of 
dreams.  But  on  what  is  this  action  founded?  and  what 
does  it  mean  ?  What  it  should  explain,  it  would  only  half 
explain  at  best.  Death  surely  is  dreamless,  and  yet  Death 
has  the  same  crooked  feet.  For,  as  I  have  said,  d/xc^orcpous 
must  needs  refer  to  the  preceding  double  VatSa,  else 
d/i,<^oT€pous  taken  with  rors  7rd8as  would  be  a  very  shallow 
pleonasm.  If  a  being  has  crooked  feet  at  all,  it  follows 
of  itself  that  both  feet  are  crooked. 

But  if  some  one  only  on  this  account  submitted  to  Syl- 
burg's  reading  (Stcorpa/A/AO'ov  for  8t€OTpafL/xa/ovs)  in  order 
to  be  able  to  give  the  crooked  feet  to  Sleep  alone  ?    Then 

^^  Bectius  ^leffrpofificvov,  ut  antea  ioiKoroj  respiciunt  cnlm  accusa« 
tivnm  iraTda, 
**  Expos.  Signi  veteris  ToUiani,  p.  294.    Fortuitonim  Jacobi  TolUi. 
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let  this  obstinate  man  show  me  any  antique  Sleep  with 
such  feet.  There  are  enough  statues  as  well  as  bas-reliefs 
extant,  which  archaeologists  unanimously  recognise  as 
Sleep.  Where  is  there  one  on  which  crooked  feet  can  as 
much  as  be  suspected  ? 

What  follows  hence  ?  If  the  crooked  feet  of  Death  and 
Sleep  cannot  be  satisfactorily  interpreted ;  if  crooked  feet 
assigned  to  the  latter  are  not  in  any  antique  representa- 
tion, then  I  think  nothing  follows  more  naturally  than 
the  presumption  that  the  crooked  feet  here  are  a  mere 
conceit.  They  are  founded  on  the  single  passage  in 
Fausanias,  on  a  single  word  in  that  passage,  and  this 
word  is  over  and  above  capable  of  quite  another  meaning. 

For  Suarpa/x/xei^o?  from  3icurrp€<^€iv  does  not  mean  only 
"  crooked,"  "  bent,"  as  "  distorted  "  in  general,  "  brought 
out  of  its  direction  " ;  not  so  much  tortuosus,  distortus^  as 
ohliquus,  transversuSj  and  iro^^  Scearpafjifiiyoi  can  be  trans- 
lated as  well  by  transverse,  obliquely  placed  feet,  as  by 
crooked  feet ;  indeed  it  is  better  and  more  accurately  ren- 
dered by  the  former  thaA  by  the  latter. 

But  that  Siearpa/ifjiivo^  could  be  thus  translated  would 
be  little  to  the  point.  The  apparent  meaning  is  not 
always  the  true  one.  The  following  is  of  greater  weight 
and  gives  a  complete  turn  to  the  scale ;  to  translate  iro8as 
ScearpafjifievoL  as  I  suggest  by  "  with  crossed  feet "  is,  in  the 
case  of  Death  as  well  as  of  Sleep,  not  only  most  beautiful 
and  appropriate  in  meaning,  but  is  also  often  to  be  seen 
on  ancient  monuments. 

Crossed  feet  are  the  natural  attitude  of  a  sleeper  when 
sleeping  a  quiet  healthful  sleep.  This  position  has 
imanimously  been  given  by  the  ancient  artists  to  every 
person  whom  they  wished  to  depict  in  such  sleep.  Thus 
the  so-called  Cleopatra  sleeps  in  the  Belvedere;  thus 
sleeps  the  Nymph  on  an  old  monument  in  Boissard;  so 
sleeps,  or  is  about  ti>  sink  into  sleep,  the  Hermaphrodite 
of  Dioskurides.  It  would  be  superfluous  to  multiply 
such  examples.  I  can  only  at  present  recall  one  ancient 
figure  sleeping  in  another  posture.  (Herr  Klotz  is  still 
very  welcome  to  run  quickly  over  pages  of  his  books  of 
engravings  and  show  me  several  more.)  But  this  single 
figure  is  a  drunken  faun  too  overtaken  in  wine  for  a  quiet 
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sleep.^  Tlie  ancient  artists  observed  this  attitude  down 
to  sleeping  animals.  The  two  antique  lions  of  yellowish 
marble  among  the  royal  antiquities  at  Berlin  sleep  with 
their  fore-paws  crossed  and  rest  their  heads  on  them.  No 
wonder  therefore  that  Sleep  himself  has  been  repre- 
sented by  them  in  the  attitude  so  common  to  sleepers.  I 
have  referred  to  Sleep  in  Maffei^*  and  I  might  equally  well 
have  referred  to  a  similar  marble  in  Tollius.  Maffei  also 
mentions  two  smaller  ones,  formerly  belonging  to  Con- 
stable Colonna,  little  or  in  no  respect  different. 

Even  in  waking  figures  the  posture  of  crossed  feet  is  a 
sign  of  repose.  Not  a  few  of  the  half  or  wholly  recum- 
bent figures  of  river  gods  rest  thus  on  their  urns,  and 
even  in  standing  persons  one  foot  crossing  the  other  is 
the  actual  attitude  of  pause  and  quiescence.  Therefore 
Mercuries  and  Fauns  sometimes  appear  in  this  position, 
especially  if  we  find  them  absorbed  in  their  flute-playing 
or  some  other  recreation. 

Now  let  all  these  probabilities  be  weighed  against  the 
mere  downright  contradictions  with  which  it  has  been 
endeavoured  to  dispose  of  my  explanation.  The  pro- 
foundest  is  the  following,  from  a  scholar  to  whom  I  am 
indebted  for  more  important  admonitions.  "  The  Lessing  ex- 
planation of  BL€OTpa/jLfi€uovs  Tovs  TToStts,"  says  the  author  of  the 
'Kritischen  Walder,'25  "seems  to  contradict  linguistic 
usage ;  and  if  we  are  to  venture  conjectures,  I  could  just 
as  well  say  '  they  slept  with  crossed  feet,'  i.e.  the  foot  of 
the  one  stretched  over  the  foot  of  the  other,  to  show  the 
relationship  of  Death  and  Sleep,"  &c. 

Against  linguistic  usage?  How  so?  Does  Stcorpa/A- 
fiivo^  mean  anything  else  but  related?  and  must  all 
that  is  related  be  necessarily  crooked?  How  could  the 
one  with  crossed  feet  be  named  more  exactly  and  better  in 
Greek  than  Stcorpa/A/xevov  (Kara)  rovsTrdSas?  or  Stcorpa/A/jtevovs 
TOVS  TToSas,  with  €xovTa  understood  ?  I  do  not  know  in  tho 
least  what  there  is  herein  against  the  natural  meaning 
of  words  or  opposed  to  the  genuine  construction  of  the 

"  In  Maffei  (i  xoiv.)  where  we  must  resent  the  taste  of  this 
commentator  who  desires  perforce  to  turn  such  an  indecent  figure  into 
t  Baochua.  "  Tabl.  cU.  "  [Herder,  Tb.] 
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language.  If  Pausanias  meant  to  say  "  crooked,"  wt; 
did  he  not  use  the  usual  word  o-icoXtos? 

There  is  undoubtedly  much  room  for  conjecture.  Bu 
does  a  conjecture,  which  has  nothing  but  mere  possi 
bility  in  its  favour,  deserve  to  be  opposed  to  another  tha 
wants  little  of  being  an  established  truth  ?  Nay,  I  ca] 
scarcely  allow  the  conjecture  that  is  opposed  to  mine  t 
be  even  possible.  For  the  one  boy  rested  in  the  one  arm 
the  other  in  the  other  arm  of  Night ;  consequently  th 
entwinement  of  the  feet  of  the  one  with  the  feet  of  th 
other  can  scarcely  be  understood. 

Finally,  assuming  the  possibility  of  this  enlacemeni 
would  SL€<rTpafA.fi€vovs,  which  is  meant  to  express  it,  then  no 
also  mean  something  quite  different  from  crooked  ?  Wouh 
not  this  meaning  be  also  opposed  to  customary  usage 
Would  not  the  conjecture  of  my  opponent  be  exposed  t 
the  difficulty  to  which  he  thinks  mine  is  exposed,  withou 
having  a  single  one  of  the  recommendations  which  h' 
cannot  deny  to  mine  ? 

To  return  to  the  plate  in  Bellori's  collection.  If  it  i 
proved,  from  what  I  have  hitherto  adduced,  that  th 
ancient  artists  represented  Sleep  with  crossed  feet ;  if  i 
is  proved  that  they  gave  to  Death  an  exact  resemblance  t 
Sleep,  they  would  in  all  probability  not  have  omitted  t 
depict  Death  with  crossed  feet.  And  how,  if  this  ver 
illustration  in  Bellori  were  a  proof  of  this  ?  For  it  reall] 
stands  with  one  foot  crossing  the  other,  and  this  peculiarity 
of  attitude  can  serve  as  well,  I  think,  to  confirm  th 
meaning  of  the  whole  figure,  as  the  elsewhere  demon 
strated  meaning  of  the  latter  would  suffice  to  establisl 
the  characteristic  point  of  this  particular  attitude. 

But  it  must  be  understood  that  I  should  not  form  mi 
conclusions  so  rapidly  and  confidently  if  this  were  th 
only  ancient  monument  on  which  the  crossed  feet  ar 
shown  on  the  figure  of  Death.  For  nothing  would  b 
more  natural  than  to  object  to  me  :  "  If  the  ancient  artist 
depicted  Sleep  with  crossed  feet,  then  they  only  portrayec 
him  as  recumbent,  as  himself  a  sleeper ;  from  this  positioi 
of  Sleep  in  sleep  little  or  nothing  can  be  deduced  as  to  hii 
attitude  when  erect,  or  still  less  as  to  the  corresponding 
posture  of  his  counterpart,  Death,  and  it  may  be  a  mer 
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accident  that  Death  once  happens  to  etand  in  the  tnanner 
in  which  we  generally  see  Sleep  aleeping." 

This  objection  could  only  be  obviated  by  the  production 
of  several  monuments  showing'  that  whidi  I  tnink  I  dis- 
cover in  the  figure  engraved  by  Bellori.  I  hasten  therefor© 
to  indicate  as  many  of  these  as  are  sufBcient  for  the  induc- 
tion, and  believe  that  it  will  be  deemed  no  mere  superfluous 
ornamentation  if  I  produce  some  of  the  most  remarkable 
of  these  in  illustration. 


First,  therefore  appears  the  dbo've  named  monument  in 
Boissai-d.  Since  the  expiess  superecnption  of  these  figures  , 
leaves  no  room  for  a  misapprehension  of  their  meaning,  it 
may  bo  regarded  as  the  key  to  all  the  rest.  How  does  the 
figure  show  itself  which  is  here  called  Somno  Orestilia 
Pilia?  As  a  naked  youth  who  casts  a  mournful  look 
sideways  to  earth,  who  leans  on  a  reversed  torch,  and  crosses 
one  foot  over  the  other. 

I  ought  not  to  omit  to  mention  that  there  is  also  a 
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drawing  of  this  veiy  Bame  monument  amongst  the  papeiB 
of  Pighins  in  the  Royal  Library  at  Berlin,  from  which 
Spanheim  has  incorporated  the  single  figure  of  Sleep  in 
his  commentary  on  Kallimachus.^^  That  it  must  be  identi- 
cally the  same  figure  from  the  same  monument  given  by 
Boissard  is  indisputable  from  the  identity  of  the  super- 
scription. But  so  much  more  is  one  astonished  at  seeing 
such  remarkable  differences  in  the  two.  The  slendei 
grown-up  form  in  Boissard  is  in  Pighius  a  plump  sturdy 
boy;  the  latter  has  wings,  the  former  none;  to  say 
nothing  of  smaller  differences  in  the  turn  of  the  head  and 
the  position  of  the  arms.  How  it  was  that -these  differ- 
ences escaped  being  noticed  by  Spanheim  is  conceivable: 
Spanheim  knew  the  monument  only  through  Gruter's 
Inscriptions,  where  he  found  only  the  words  without  any 
engraving.  He  did  not  know  or  did  not  remember  that 
the  engraving  was  already  published  in  Boissard,  and  thus 
thought  that  he  was  imparting  something  quite  unknown, 
when  he  famished  it  in  part  £rom  Pighius*s  papers.  It  is 
less  easy  to  excuse  Gravius,  who  in  his  edition  of  Grater's 
Inscriptions  added  the  design  from  Boissard,^^  and  at  the 
same  time  did  not  notice  the  contradiction  between  this 
design  and  Gruter's  verbal  description.  In  the  latter  the 
figure  is  Genius  alatusy  crinitus,  cbesus,  dormiens^  dextra  tnanu 
in  humerum  sinistrumj  a  quo  velum  retrorsum  dependet^  pasita  ; 
while  in  the  former  it  appears  frontwise  as  we  see  here, 
and  altogether  different — not  winged,  not  with  really 
copious  hair,  not  fat,  not  asleep,  and  not  with  the  right  hand 
upon  the  left  shoulder.  Such  discrepancy  is  scandalous, 
and  cannot  but  awaken  the  reader's  mistrust,  especially 
when  he  does  not  find  a  word  of  warning  in  respect  to  it. 
Meanwhile  it  proves  thus  much,  that  the  two  drawings 
cannot  both  be  immediately  copied  from  the  monument; 
one  of  them  must  necessarily  have  been  drawn  from 
memory.  Whether  this  is  Pighius's  design  or  Boissard's 
can  only  be  decided  by  one  who  has  opportunity  of  com- 
paring therewith  the  monument  itself.  Accordmg  to  the 
account  of  the  latter  it  was  to  be  found  in  Card.  Cesi's 
palace  in  Eome.     But  this  palace,  if   I    am    correctly 

*•  At  ver.  234  of  Hymn,  in  Delum.  Ed  Era.  p.  524.       •f  P.  oooif 
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{nfbimed,  was  utterly  destroyed  in  the  sack  of  1527. 
SeTeralof  the  antiquities  which Boiasard there  saw  might 
now  be  in  the  Fameee  Palace ;  this  I  aBBume  iB  the  case 
in  respect  to  the  Hermaphrodite  and  the  supposed  Head  of 
I^nrhuB."  Others  I  believe  I  have  foimd  again  in  other 
cabinets — in  short  they  are  scattered  and  it  would  bo 
difficult  to  discover  the  monument  of  which  we  are 
speaking  even  if  it  is  still  in  existence  On  mere  suppo- 
sition I  would  just  as  little  declare  in  favour  of  Boissard's 
dravnngs  as  of  Fighius  s  For  if  it  is  certain  that  Sleep 
can  have  wings  it  is  just  as  certain  that  he  need  not 
necessarily  have  wings 


(Li.)-3to\™zsT.    (Fnm  Boissanl.)  -1> 

The  second  illustration  showa  the  monaiaent  of  a  cer- 
tain Clymene,  also  taken  from  Boissard.^*    One  of  these 

"  "Hermaphroditus  nudus,  qui  inTolutnm  palliolo  femur  habet — 
Caput  ingens  Pjrrhi  regis  Epirotaram,  galcatum,  eriatatnm,  et  armatci 
pectore."  Topogr.  parte  L  pp.  1,  5 ;  WinckelmaBD's  Anmark.  Ub.  i. 
GeBoh.  d.  Knoat,  p.  98.  ••  Par.  tL  p.  Hi. 

VOL.  m.  0 
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figures  lias  so  mucli  resemblance  to  the  before  named, 
that  this  resemblance  and  the  place  it  occupies  can 
no  longer  leave  us  in  doubt  on  its  account.-  It  can  be 
nothing  else  but  Sleep,  and  this  Sleep,  also  leaning  on 
a  reversed  torch,  has  the  feet  placed  one  over  the  other. 
It  is  also  without  wings,  and  it  would  indeed  be  singular 
if  Boissard  had  forgotten  them  here  a  second  time,  but 
as  I  have  said,  the  ancients  may  often  have,  represented 
Sleep  without  wings.  Pausanias  does  not  give  any  to 
Sleep  in  the  arms  of  Night ;  neither  do  Statins  nor  Ovid 
accord  him  such  in  their  detailed  description  of  this  god 
and  his  habitation.  Brouckhuysen  has  been  much  at 
fault  when  he  says  that  the  latter  poet  actually  gave 
Sleep  two  pairs  of  wings,  one  at  his  head  and  one  at  his 
feet.    For  although  Statins  says  of  him — 

"  Ipse  quoque  et  voluorem  gressum  et  ventosa  citavit 
Tempora"3o 

— this  is  not  in  the  least  to  be  understood  of  natural 
wings,  but  of  the  winged  petasus  and  the  talaria,  which 
the  poets  bestow  not  only  on  Mercury,  but  frequently 
also  on  other  deities  when  they  wish  to  represent  them 
in  extraordinary  haste.  But  I  am  not  at  all  concerned 
with  the  wings  but  the  feet  of  Sleep,  and  I  continue  to  | 
show  the  SuarpafifjLevov  of  the  same  on  various. monuments. 
Our  third  illustration  shows  a  Pila  or  a  sarcophagns, 
which  is  again  taken  from  Boissard.^^  The  inscription 
also  occurs  in  Gruter,^^  where  the  two  genii  with  reversed 
toi:ches  are  called  two  Cupids.  But  we  are,  already  too 
conversant  with  this  figure  of  Sleep  to  mistake  it  here.  And 
this  Sleep  also  stands  both  times  with  feet  crossed.  And 
why  is  this  same  figure  repeated  twice  here?  Not  86 
much  repeated,  as  doubled;  to  show  image  and  counter-  I 
image.  Both  are  Sleep ;  the  one  the  transient,  the  other  * 
the  long-enduring  Sleep ;  in  a  word,  they  are  the  resem- 
bling twin  brothers,  Sleep  and  Death.    I  may  conjecture 

.»•  Ad  TibuUum,  lib.  11.  Eleg.  i  v.  89;  "Et  sic  quidem  poetaB  pleri-v 

qne  omnes,  videlicet  ut  alas  habuerit  hie  deus  in  humeris.    Papinlui  I 

fitrtem,  suo  qnodam  jure  peculiari,  idas  ei  in  pedibns  et  in  canito  \ 

adfinglt/'    L.  10,  Thet),  ▼.  181,  ( 

"  li*W.  T.  p.  lift.  ."  Pag.  Doaxn. 


HOW  THE  AirCIEKTS  BEPBEgBSTBD  DEATH.       195 


196  lessing's  peosb  wobks. 

that  as  we  see  them  here,  so  and  not  otherwise,  they  will 
appear  on  the  monuments  mentioned  by  Winckelmann ; 
on  the  sepulchral  stone  of  the  Palazzo  Albani  and  on  the 
<5inerary  urn  of  the  Collegium  Clementinum.  We  must 
not  he  misled  by  the  bows  that  here  lie  at  their  feet ;  these 
may  belong  to  the  floating  genii  just  as  well  as  to  the 
standing  ones,  and  I  have  seen  on  various  monuments 
an  unstrung  or  even  a  broken  bow,  not  as  the  attribute 
of  Amor,  but  as  an  image  totally  unconnected  with  him, 
of  spent  life  in  general.  How  a  bow  could  be  the  image  | 
of  a  good  housewife  I  do  not  know,  and  yet  an  old 
epitaph,  made  known  by  Leich  from  the  trnpublished 
Anthology ,^^  says  that  so  it  has  been: — 

T6$a  /x€V  avScMTCt  rav  evrovov  ayeriv  oexov' 

And  from  this  it  is  at  least  apparent  that  it  need  not  of 
necessity  be  the  weapon  of  Amor,  and  that  it  may  mean 
more  than  we  can  explain. 

I  append  a  fourth  illustration.  This  is  a  monument 
found  by  Boissard  in  Eome  in  St.  Angelo  ("in  Templo 
Jimonis  quod  est  in  foro  piscatorio  "),  and  where  beyond 
doubt  it  may  still  be  found.^*  Behind  a  closed  door  stands 
on  either  side  a  winged  genius,  half  of  whose  body  projects^ 
and  who  points  with  his  hand  to  the  closed  door.  The 
representation  is  too  expressive  not  to  recall  the  domw 
exilia  Plutonia,^^  from  whence  no  release  can  be  hoped ;  and 
who  could  more  fitly  be  the  warders  of  this  eternal  prison 
than  Sleep  and  Death?  In  the  position  and  action  in 
which  we  see  them  no  reversed  torch  is  needed  to  define 
them  more  accurately ;  but  the  artist  has  given  them  the 
crossed  feet.  Yet  how  unnatural  this  posture  would  he 
in  this  place  if  it  were  not  expressly  meant  to  be  charac- 
teristic I 

Let  it  not  be  thought  that  these  are  all  the  examples 
I  could  adduce  on  my  side  of  the  question.  Even  from 
Boissard  I  could  bring  forward  several  more,  where  Death, 
either  as  Sleep,  or  together  with  Sleep,  exhibits  the  same 
position  of  the  feet.^^    Maffei  too  would  furnish  me  with  a  ^ 

«»  Sepulc.  Car.  xiv.  "  Parte  v.  p.  22.  ' 

«*  Tollii  Expos.  Signi  vet.  p.  292.  | 

••  For  instance  part  iii.  p.  69,  and  perhaps  also  part  v.  p.  231 
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iplete  harvest  of  figures  ench  as  appear  on  tlie  first 

te.s' 

lnt  to  -what  end  this  superfluity?    Four  such  moni]- 

its,  not   reckoning   that  in  Bellori,    are   more  than 

ugh  to  obTiate  the  presumption  that  that  oould  be  a 


(From  BolBard.) 


e  insignificant  accident  which  is  capable  of  snoh  a 
)  meaning.  At  least  such  an  accident  wonld  be  the 
t  estraordinary  that  can  be  imagined  I  What  a 
.cidence,  if  certain  things  were  sicoidentally  thus  on 
e  than  one  undoubted  antique  monument,  exactly  as 
iiv©  said  that  according  to  my  reading  of  a  certain 

"  Uuseo  Teron.  tab.  cxxxiz. 
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passage,  they  most  be ;  or  if  it  were  a  mere  aooidenl 
that  this  passage  could  be  so  construed  as  if  it.  had 
been  written  with  a  real  view  to  such  monumeni».  No, 
chance  is  not  so  consistent,  and  I  may  maintain  without 
vanity,  that  consequently  my  explanation,  although  it  is 
only  my  explanation,  little  as  may  be  the  credit  attaching 
to  it  merely  on  my  authority,  is  yet  as  completely  proved 
as  ever  anything  of  this  nature  can  be  proved. 

Consequently  I  think  it  is  hardly  worth  while  to  dear 
away  this  or  that  trifle  which  might  perhaps  occur  to  a 
sceptic  who  will  not  cease  doubting.  For  instance  the 
lines  of  Tibullus : — ^^ 

"  Postque  venit  tacitus  fuscis  circumdatus  alis 
Somnus  et  incerto  somnia  vara  pede." 

It  is  true  that  express  mention  is  here  made  of  Dreams 
with  crooked  legs.  But  Dreams  I  And  if  the  legs  of 
Dreams  were  crooked  why  must  Sleep's  needs  be  the  same? 
Because  he  is  the  father  of  Dreams  ?  An  excellent  reason ! 
And  yet  that  is  not  the  only  answer  that  here  occurs  to  me. 
For  the  real  one  is  this :  the  adjective  vara  is  certainly 
not  TibuUus's  own,  it  is  nothing  but  an  arbitrary  reading 
of  Brouckhuysen's.  Before  this  commentator  all  editions 
read  either  nigra  or  vana.  The  latter  is  the  true  one,  and 
Brouckhuysen  can  only  have  been  misled  to  reject  it  by 
the  facility  of  foisting  a  foreign  idea  upon  his  atithor  by 
altering  a  single  letter.  For  if  the  ancient  poets  often 
represent  Dreams  as  tottering  upon  weak  uncertain  feet, 
namely  deceptive,  false  dreams ;  does  it  follow  thence  that 
they  must  have  conceived  of  these  weak  uncertain  feet  as 
crooked?  Why  must  weak  feet  needs  be  crooked,  or 
crooked  feet,  weak?  Moreover  the  ancients  did  not  re- 
gard all  dreams  as  false  and  deceptive,  they  believed  in  a 
species  of  very  veracious  dreams,  and  Sleep  with  these, 
his  children,  was  to  them  Futuri  certus  as  well  as  pesHimu 
auctor.^^  Consequently  crooked  feet,  as  the  symbol  of 
imcertainty,  could  not  in  their  apprehension  belong  to 
Dreams  in  general,  still  less  to  Sleep,  as  the  imiversal 
father  of  Dreams.  And  yet  I  admit  all  these  petty  reasons 

••  lib.  IL  Eleg.  i  y.  89,  90.  ••  Seneca  Hero.  Furens,  v.  1070. 
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bt'be  pushed  aside  if  Brouckhuysen,  beside  the  mifiu 
Bistood  passage  of  Fausanias,  had  been  able  to  indioate 
igle  one  in  favour  of  the  crooked  feet  of  Dreams  and 
p.  He  explains  the  meaning  of  va/rua  with  twenty 
tAuous  passages,  but  fo  prove  varvs  an  epithet  of 
ms,  he  adduces  no  example,  but  has  to  make  one,  and 
have  said,  not  even  the  single  one  of  Pausanias  gives 
it  it  is  made  out  from  a  false  rendering  of  Fausanias. 
almost  ludicrous,  when,  since  he  cannot  find  a  bandy- 
ed  Sleep,  he  tries  to  show  us  at  least  a  genius  with 
ked  feet  in  a  passage  of  Fersius,*^  where  genius  means 
ing  but  indoles  and  varus,  hence  nothing  more  than 
ding  apart. 

" Geminos,  horoscope,  varo 

Froducis  genio     .     .     .     ." 

bis  digression  concerning  the  Stcarrpafifiivovs  of  Pau- 
sts  would  have  been  far  too  long  had  it  not  afforded 
in  opportunity  of  bringing  forward  at  the  same  time 
Dus  antique  representations  of  Death.     For  let  it  be 

may  with  the  crossed  feet  of  Death  and  his  brother; 

they  be  held  as  characteristic  or  no;  so  much  is 
lestionable  from  the  monuments  I  have  adduced,  that 
ancient  artists  always  continued  to  fashion  Death 
L  an  exact  resemblance  to  Sleep,  and  it  was  only  that 
3h  I  wanted  to  prove  here. 

Dr,  completely  as  I  myself  am  convinced  of  the 
acteristic  element  that  is  contained  in  this  attitude  of 
feet,  I  will  not  therefore  insist  that  no  image  of  Sleep 
leath  can  be  without  it.  On  the  contrary  I  can  easily 
leive  an  instance  in  which  such  an  attitude  could  be 
ariance  with  the  meaning  of  the  whole  and  I  think  I 
show  examples  of  such  instances.  If  namely  one  foot 
sing  the  other  is  a  sign  of  repose,  it  can  then  only 
'  belong  to  death  that  has  already  taken  place ;  death 
;he  other  hand  that  has  still  to  occur  will  for  that 
'  reason  demand  another  attitude. 
L  such  another  attitude,  announcing  its  approach,  I 
k  that  I  recognise  Death  on  a  gem  in  Stephanonius 

*•  Sat  vi  V.  18. 
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or  Licetus.^^  A  winged  genius  who  holds  in  one  hand  a 
cinerary  nm,  seems  to  be  extinguishing  with  the  other  a 
reversed  but  yet  burning  torch,  and  looks  aside  moum- 
folly  at  a  butterfly  creeping  on  the  ground.  The  out- 
stretched legs  are  either  to  show  him  in  the  act  of 
advancing,  or  denote  the  posture  involuntarily  assumed 
by  the  body  when  about  to  throw  back  one  arm  with 
violence.  I  do  not  like  to  detain  myself  with  a  refutation 
of  the  highly  forced  explanation  which  both  the  first 
poetical  interpreter  of  the  Stephanonian  gem  and  the  hiero* 
glyphical  Licetus  gave  of  this  representation.  They  are 
both  founded  on  the  assumption  that  a  winged  boy  must 
needs  be  an  Amor,  and  as  they  contradict  each  other,  so 
they  both  fall  to  the  ground  as  soon  as  the  foundation  of 
this  assumption  is  examined.  This  genius  is  therefore 
neither  Amor  who  preserves  the  memory  of  departed 
friends  in  a  faithful  heart ;  nor  Amor  who  renounces  love 
out  of  vexation  because  he  can  find  no  requital;  he  ib 
nothing  but  Death  and  even  approaching  Death,  in  the 
act  of  extinguishing  his  torch,  upon  which,  when  extin- 
guished, we  have  already  seen  him  leaning. 

I  have  always  been  reminded  of  this  gesture  of  extin- 
guishing the  torch,  as  an  allegory  of  approaching  death, 
as  often  as  the  so-called  brothers.  Castor  and  Pollux,  in 
the  Yilla  Ludovici  have  been  brought  before  my  eyes.** 
That  they  are  not  Castor  and  Pollux  has  been  evident  to 
many  scholars,  but  I  doubt  whether  Del  Torre  or  Maffei 
has  therefore  come  any  nearer  the  truth.  They  are  two 
imdraped,  very  similar  genii,  both  in  a  gently  melancholy 
attitude,  the  one  embraces  the  shoulder  of  the  other,  who 
holds  a  torch  in  each  hand ;  the  one  in  his  ri^ht,  which 
he  seems  to  have  taken  from  his  playfellow,  he  is  about  to 
extinguish  upon  an  altar  that  stands  between  them,  while 
the  other  in  his  left,  he  has  dashed  over  his  shoulder  to 
extinguish  it  with  violence ;  behind  them  stands  a  smaller 
female  figure,  not  unlike  an  Isis.  Del  Torre  saw  in  thif 
group  two  figures  worshipping  Isis;  while  Maffei  pre- 
ferred to  regard  them  as  Lucifer  and  Hesperus.  Good  as 
the  reasons  may  be  which  Maffei  brings  against  the  ex« 

«  SoJiemate,  vii.  p.  128.    [See  j).  178  above.]    «  Maffei,  fab.  cxxi. 
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)laiiation  of  Del  Torre,  his  own  idea  is  equally  tmhappy* 
^enoe  can  Maffei  prove  to  us  that  the  ancients  represented 
liucifer  and  Hesperus  as  two  distinct  beings?  They 
vere  to  them  only  two  names  for  the  same  star  and  for 
he  same  mythical  personage.*^  Pity  that  one  should  ven- 
ure  to  guess  the  most  intimate  thoughts  of  antiquity  and 
Lot  know  such  generally  familiar  matters !  But  the  more 
leedful  must  it  be  to  excogitate  a  new  explanation  of  this 
xcellent  work  of  art ;  and  if  I  suggest  Death  and  Sleep, 
desire  to  do  nothing  more  than  to  suggest  them.  It  i» 
lalpable  that  their  attitudes  are  not  those  of  sacrificers  ; 
nd  if  one  of  the  torches  is  to  light  the  sacrifice  what 
leans  the  other  in  the  background?  That  one  figure 
xtinguishes  both  torches  at  once,  would  be  very  signifi- 
ant  according  to  my  conjecture,  for  in  reality  Death 
aakes  an  end  to  both  waking  and  sleeping.  And  then,, 
ccording  to  this  theory  the  diminutive  female  figure 
light  not  unjustly  be  interpreted  as  Night,  as  the  mother 
>f  Sleep  and  Death.  For  if  the  kalathus  on  the  head  of 
n  Isis  or  Cybele  makes  her  recognisable  as  the  mother 
•f  all  things,  I  should  not  be  astonished  to  see  here 
«ght— 

,s  Orpheus  names  her,  also  with  the  kalathus. 

What  besides  appears  most  manifestly  from  the  figure 
►f  Stephanonius  combined  with  that  of  Bellori,  is  this, 
hat  the  cinerary  urn,  the  butterfly,  and  the  wreath  are 
hose  attributes  by  which  Death  was  distinguished  from 
lis  counterpart  Sleep,  where  and  when  this  was  nendfuL 
Che  particular  mark  of  Sleep  was  on  the  other  hand  un- 
[uestionably  a  horn. 

Some  light  might  be  thrown  on  this  by  quite  another 
©presentation  on  the  gravestone  of  a  certain  Amemptus, 
I  f reed-man  of  I  know  not  what  empress  or  imperial 
)rincess.**  See  the  accompanying  plate  [p.  202].  A  male 
tnd  female  Centaur,  the  first  playing  on  a  lyre,  the  other 
)lowing  a  double  tibia,  each  bearing  a  winged  boy  on 

*^  Hyginns,  Poet  Astr.  lib.  IL  cap.  42. 
**  Boissardus,  par.  iii.  p.  144. 
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its  back,  of  whom  each  Is  blowing  a  flute;  under  lb 
upraised  foot  of  the  one  Centaur  lies  an  um,  under  thftt 


MoiuukEUl  SlOHI.    (From  BalBBird.) 

ofthe  other  a  horn  What  can  this  allegory  import?  What 
waa  it  to  mean  here  ?  A  man  bke  Herr  Klotz  it  is  tnie, 
whose  head  is  full  of  lore-gode,  would  soon  be  ready  with 
his  answer.  These  are  a  pair  of  Cupids,  he  would  say,  and 
the  wise  artist  has  here  again  shown  the  triumph  of  love 
over  the  most  untamable  creatures,  a  triumph  effected  by 
music  Well,  well,  what  could  have  been  more  worthy  of 
the  wisdom  of  the  ancient  artists  than  ever  to  dally  with 
love,  especially  in  the  way  that  these  gentlemen  knew 
love?  flieanwhile  it  still  could  be  possible  that  even  an 
ancient  artist,  to  speak  after  their  manner,  sacrificed  less 
to  love  and  the  graces  and  was  in  this  instance  a  hundred 
miles  away  from  thinking  of  love !    It  might  be  possible 
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that  ifhat  to  their  eyes  resembles  Amor  as  one  drop  of 
water  the  other,  is  nothing  more  playful  than  Sleep  and 
Death. 

In  the  guise  of  winged  boys  the  two  are  no  longer 
strange  to  ns,  and  the  vase  on  the  side  of  the  one  and  the 
horn  "beside  the  other  seem  to  me  not  much  less  expres- 
sive than  their  actual  written  names  would  be.  I  know 
well  that  liie  vase  and  the  horn  might  only  be  drinking 
yeflselSy  and  that  in  antiquity  the  Centaurs  were  no  mean 
topers,  wherefore  on  various  works  they  appear  in  the  train 
oi  Bacchus  and  even  draw  his  car.**  But  why  in  this 
capadll^  did  they  require  to  be  indicated  by  attributes? 
ana  is  it  not  far  more  in  keeping  with  the  place  to  explain 
this  -vase,  this  horn  as  the  attributes  of  Sleep  and  Death 
wbieih  ihey  had  of  necessity  to  throw  aside  in  order  to 
mauatfe  their  flutes  ? 

If  however  I  name  the  vase  or  urn  as  the  attribute  of 
Death,  I  do  not  mean  thereby  the  actual  cinerary  urn,  the 
Osamarium  or  Ginerarium,  or  however  else  the  vase  was 
caHied  in  which  the  remains  of  the  cremated  bodies  were 
preserved.  I  include  under  it  also  the  Xt^kvOol^  the  vessels 
■of  every  kind  that  were  placed  in  the  earth  with  the  dead 
bodies  that  were  buried  entire,  without  entering  upon  the 
question  what  may  have  been  contained  in  these  bottles. 
A  corpse  about  to  be  buried  among  the  Greeks  was  as 
little  left  without  such  a  vessel  as  without  a  wreath, 
which  is  very  clearly  shown  in  various  passages  of 
Aristophanes  among  others,*^  so  that  it  is  quite  intelli- 
gible now  both  became  attributes  of  Death. 

There  is  still  less  doubt  regarding  the  horn  as  an  attri- 

**  Gremme  antiche  colle  sposizioni  di  P.  A.  Maffei,  parte  ilL  p.  58. 
**  Especially  in  the  Eoplesiazusie,  where  Blepyrus  scolds  his  Praxa- 
gora  for  haying  got  up  secretly  at  night  ahd  gone  out  in  his  clothes 
(1. 537-8)— 

dUxow  KaraXnrova^  ebcirepei  irpoKeifievov, 
M6vov  oh  oreipowdiO'aa^f  ot>8*  ividelca  \iiKvdoy. 

The  scholiast  adds  thereto :  Ei<&0acri  yhp  hrX  v^KpSov  rovro  voieaf.  Com- 
pare in  Ihe  same  play  the  lines  1022-27,  where  the  Greek  funeral 
customs  are  to  he  found  together.  That  such  vessels  (\iiKv$oi)  which 
were  placed  beside  the  dead,  were  painted,  and  that  it  was  not  pre- 
cisely the  great  masters  who  occupied  themselves  with  this  branch 
of  the  art  is  clear  from  lines  987-88.    Tanaquil  Faber  seems  to  haya 


204  lessing's  pbose  wobes. 

"bute  of  Sleep.  The  poets  refer  to  this  horn  in  ixmiuner- 
able  passages.  Out  of  a  full  horn  he  pours  his  blessing 
over  the  eyelids  of  the  weary — 

"  lUos  post  vTilnera  fessos 
Exceptamque  hiemem,  comu  perfaderat  onrni 
Somnus;" 

with  an  emptied  horn  he  follows  departing  Night  into 
his  grotto— 

"  Et  Nox,  et  comn  fagiebat  Somnus  inani," 

And  as  the  poets  beheld  him  the  artists  depicted  him.^^ 
Only  the  double  horn,  wherewith  the  extravagant  imagi- 
nation of  Eomeyn  de  Hooghe  has  overburdened  him,  ia 
known  neither  by  the  one  nor  the  other.*^ 

Granted  therefore  that  it  might  be  Sleep  and  Death 
who  here  sit  on  the  Centaurs,  wliat  would  be  the  meaning 
of  their  combined  representation?  If  I  have  happily 
guessed  a  part,  must  I  therefore  bo  able  to  explain  the 
whole  ?  Perhaps  however  the  secret  is  not  very  profound. 
Perhaps  Amemptus  was  a  musician  especially  skilled  in 
the  instruments  we  here  behold  in  the  hands  of  these  sub- 
terranean beings;  for  Centaurs  also  had  their  abode  at 
the  gates  of  Hades  according  to  the  later  poets — 

"  Centauri  in  foribus  stabulant  " 

— and  it  was  quite  common  to  place  on  the  monu- 
ment of  an  artist  the  implements  of  his  art,  which  hers 
would  not  have  been  devoid  of  a  delicate  complimentary 
significance. 


belieyed  that  they  were  not  really  painted  vessels  that  were  buried 
with  the  dead,  but  that  such  vessels  were  painted  round  about 
them,  for  he  notes  at  the  last  place :  **  Quod  autem  lecythi  mortnis 
appingerentur,  aliunde  ex  Aristophane  iunotuit''  I  wish  he  would 
luBtve  given  his  reference  for  this  aliunde. 

*^  Servius  ad  -ffineid.  vi.  v.  233:  "Somnum  cum  comu  novimua 
pingi.  Lutatius  apud  Barthium  ad  Thebaid.  vi.  y.  27.  Nam  no  a 
piotoribus  simulatur,  ut  liquidum  somnium  ex  oomu  super  dormientet 
videatur  elFundere.'* 

^  Denkbilder  der  alten  Yolker,  p.  193,  German  translation. 
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I  cannot  however  express  myself  otherwise  than  hesi- 
batingly  concerning  this  monument  in  general.  For  I  see 
oayself  once  again  perplexed  as  to  how  far  Boissard  may 
be  relied  upon.  The  drawing  is  Boissard's,  but  before  him 
Smetius  had  published  the  inscription  with  an  additional 
line,**  and  had  appended  a  verbal  description  of  the  figures 
surrounding  it.  Smetius  says  of  the  principal  figures: 
•'  Inferius  Centauri  duo  sunt,  alter  mas,  lyncea  instratus, 
lyram  tangens,  cui  Genius  alatus,  fistula,  Germanicsa 
[nodemsd  simili,  canens  insidet;  alter  foemina,  fistulis 
iuabus  simul  in  os  insertis  canens,  cui  alter  Genius 
foemineus  alis  papilionum,  manibus  nescio  quid  concutiens, 
insidet.  Inter'  utrumque  cantharus  et  comu  Bacchicum 
projecta  jacent."  All  is  exact,  except  the  genius  borne  by 
the  female  Centaur.  According  to  Smetius  this  one  should 
ilso  be  of  female  sex,  and  have  butterfly  wings  and  strike 
something  together  with  her  hands.  According  to  Bois- 
sard this  figure  is  no  more  winged  than  its  companion, 
3tnd  instead  of  cymbals  or  perhaps  of  a  Crotalum,  he  plays 
apon  the  same  kind  of  wind  instrument  as  the  other.  It 
Ls  sad  to  notice  such  contradictions  so  often.  They  must 
Prom  time  to  time  make  antiquarian  studies  very  repug- 
nant to  a  man  who  does  not  willingly  build  on  quick- 
sand. 

Nevertheless  even  if  Smetius  saw  more  correctly  than 
Boissard,  1  should  not  therefore  wholly  abandon  my  ex- 
planation. For  then  the  female  genius  with  butterfly 
wings  would  be  a  Psyche,  and  if  Psyche  is  the  picture  of 
fche  soul,  then  we  must  here  see  instead  of  Death  the  soul 
of  the  dead.  To  this  also  the  attribute  of  the  urn  would 
be  appropriate,  and  the  attribute  of  the  horn  would  still 
Indicate  Sleep. 

I  imagine  moreover  that  I  have  discovered  Sleep  else- 
where than  on  sepulchral  monuments,  and  especially  in 
a  company  where  one  would  scarcely  have  expected  to 
find  him.  Among  the  train  of  Bacchus,  namely,  there 
appears  not  rarely  a  boy  or  genius  with  a  cornucopia,  and 
I  do  not  know  that  any  one  has  as  yet  thought  it  worth 

*^  Whioh  names  those  who  erecteii  this  monument  to  Amemptxu^ 
LALYS  ET  ooBiMTHYS.  L.    Y.  Gruteri  Corp.  Inscr.  p.  dcyi.  edit.  Groa 
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his  while  to  identify  this  figure.  It  is,  fo;r  instanoe,  on 
the  well-known  gem  of  Baggairis,  now  in  the  colIeflftioB 
of  the  King  of  France,  the  explanation  of  which  CasauhoB 
first  gave,  and  it  was  noticed  by  him  and  all  subseqtieiifc 
commentators,^®  but  not  one  of  them  knew  what  to  say 
of  it  beyond  what  is  obvious  to  the  eye,  and  a  .genius 
with  a  cornucopia  has  remained  a  genius  with  a  ooma' 
copia.  I  venture  to  pronounce  him  to  be  Sleep,  For  aB 
has  been  proved,  Sleep  is  a  diminutive  genius,  the  attn* 
bute  of  Sleep  is  a  horn,  and  what  companion  ooidd  an 
intoxicated  Bacchus  desire  rather  than  Sleep?  That.it 
was  usual  for  the  ancient  artists  to  couple  Bacchus  with 
Sleep,  is  shown  by  the  pictures  of  Sleep  with  which 
Statins  decked  his  palace.^^ 

"  Mille  intus  simulacra  dei  caelaverat  ardens, 
Mulciber.    Hie  haeret  lateri  redimita  voluptas, 
Hie  comes  in  requiem  vergens  labor.    Est  ubi  Baooho, 
Est  ubi  MartigensB  socium  pulvinar  amdri 
Obtinet.     Interius  tectum  in  penetralibus  altis, 
Et  cum  Morte  jJacet :  nullique  ea  tristis  imago."** 

Nay,  if  an  ancient  inscription  may  be  trusted,  or  rather 
if  this  inscription  is  ancient  enough,  Bacchus  and  Sleep 
were  even  worshipped  in  common  as  the  two  greatest  and 
sweetest  sustainers  of  human  life. 

It  is  not  in  place  here  to  pursue  this  trace  more  keenly. 
Neither  is  the  present  occasion  opportune  for  treating 
more  amply  my  special  theme  and  seeing  far  and  wide  for 
further  proofs  of  the  ancients  having  depicted  Death  as 
Sleep,  and  Sleep  as  Death,  now  alone,  now  together,  now 
with,  now  without  certain  attributes.  Those  instaoiced, 
even  if  others  could  not  be  hunted  out,  sufficiently  con-  ] 
firm  what  they  are  designed  to  confirm,  and  I  may  pass  I 
on  without  scruple  to  the  second  point  which  contains 
the  refutation  of  the  one  single  counter-proposition. 

••  See  Lippert's  Pakt.  i.  366. 

*^  Thi'baid.  xv.  100.    Barth  need  not  haye  been  so  ohary  as  to  omit 
commenting  on  these  lines  because  they  are  omitted  in  some  of  the    ) 
best  MSS.    He  has  spent  his  learning  on  worse  yerses.  ' 

■*  Corp.  Insoript.  p.  Ixvii  8.  | 
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n.  I  say :  the  ancient  artists,  when  they  represented  a 
skeleton,  meant  thereby  something  quite  different  from 
Death,  as  the  deity  of  Death.  I  prove  therefore  (1)  that 
they  id  not  thereby  mean  Death,  and  show  (2)  what  they 
did  mean; 

1.  It  never  occurred  to  me  to  deny  that  they  represented 
skeletons.  According  to  Herr  Klotz's  words  I  must 
have  denied  it,  and  denied  it  for  the  reason  that'  they 
refrained  in  general  from  portraying  ngly  or  disagreeable 
objects.  For  he  says,  I  should  beyond  question  resolve 
the  examples  thereof  on  engraved  gems  into  allegory, 
which  thus  relieves  them  from  the  higher  law  of  beauty. 
If  I  needed  to  do  this,  I  need  only  add,  that  the  figures  on 
gravestones  and  cinerary  urns  belong  no  less  to  allegory, 
and  thus  of  all  his  cited  examples  there  would  only 
remain  the  two  brazen  figures  in  the  Kircherian  Museum 
and  the  gallery  at  Florence,  which  can  really  not  be 
reckoned  among  works  of  art  as  I  understand  that  term 
in  the  *  Laokoon.' 

But  wherefore  these  civilities  towards  him?  As  far  as 
he  is  concerned  I  need  simply  deny  the  faults  of  which  he 
accuses  me,  I  have  nowhere  said  that  the  ancient  artists 
represented  no .  skeletons,  I  only  said  that  they  did  not 
depict  Death  as  a  skeleton.  It  is  true,  I  thought  that  I 
might  doubt  the  genuine  antiquity  of  the  bronze  skeleton 
at  Florence;  but  I  added:  "It  cannot  at  any  rate  be 
meant  to  represent  Death  because  the  ancients  depicted 
him  differently."  Herr  Klotz  withholds  this  additional 
sentence  from  his  readers,  and  yet  everything  depends 
uppn  it.  For  it  shows  that  I  will  not  exactly  deny  that 
of  which  I  doubt,  it  shows  that  my  meaning  has  only 
been  this  :  if  the  image  in  question  is  to  represent  Death, 
as  Spence  maintains,  it  is  not  antique,  and  if  it  is  antique, 
then  it  does  not  represent  Death. 

I  was  already  acquainted  with  several  skeletons  on 
antique  works  and  now  I  know  of  several  more  than  the 
luckless  industry  or  the  boastfal  indolence  of  Herr  Klotz 
has  been  able  to  produce. 

For  in  fact  those  which  he  cites,  all  except  one,  aro 
already  to  be  found  in  Winckelmann  ^^  and  that  he  here 

**  AUegorie,  p.  81. 
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only  copied  from  Hm  is  apparent  from  an  error  oommai 
to  them  both.  Winckelmann  writes :  **  I  here  note  thai 
skeletons  are  only  extant  on  two  ancient  monuments 
and  nms  of  marble  in  Borne,  the  one  is  in  the  Yillft 
Medici,  the  other  in  the  Museo  of  the  Collegio  Bomana 
Another  with  a  skeleton  is  to  be  found  in  Spon,  "jrat  is  i 
no  longer  in  Eome."  He  refers  to  Spon  concerning  the  '. 
former  of  those  skeletons  which  still  stands  in  the  villa  \ 
Medici  (Spon,  Bech,  d'Antiq,  p.  93)  and  concerning  the 
third,  which  is  no  longer  extant  in  Eome,  to  the  same 
scholar's  MisceU,  Ant.  p.  7.  Now  this  and  that  with  Spon 
are  one  and  the  same,  and  if  that  which  Spon  cites  in  his 
Mecherchea  still  stands  in  the  Villa  Medici,  then  that  in 
his  Miacellanees  is  certainly  also  still  in  Home  and  is  to  be 
fieen  in  the  same  villa  on  the  same  spot.  Spon  however, 
I  must  remark,  did  not  see  it  in  the  Villa  Medici,  but  in 
the  Villa  Madama. 

As  little  therefore  as  Winckelmann  can  have  compared 
the  two  quotations  from  Spon,  as  little  has  Herr  Klotz 
done  so,  else  he  would  not  have  referred  me,  to  excess,  as 
he  says,  to  the  two  marbles  quoted  by  Winckelmann  in  his 
essay  on  allegory  and  immediately  after  have  also  named 
the  monument  in  Spon.  One  of  these  is,  as  I  have  said, 
counted  twice  over,  and  this  he  must  permit  me  to  deduct. 

In  order  however  that  he  may  not  be  annoyed  at  this 
-subtraction,  I  will  at  once  place  half  a  dozen  other 
skeletons  at  his  service  in  lieu  of  the  one  I  have  taken 
away.  It  is  game  that  I  myself  do  not  preserve,  that 
has  only  accidentally  strayed  into  my  domains,  and  with 
which  I  am  consequently  very  liberal.  To  begin  with,  I 
have  the  honour  to  bring  before  him  three  aU  together* 
They  are  upon  a  stone  from  the  Daktyliotheca  of  An-  1 
dreini  in  Florence  to  be  found  in  Gori.^*  The  fourth  this  I 
same  Gori  will  exhibit  to  him  on  an  old  marble  likewise  . 
in  Florence.^^  The  fifth  he  will  encounter,  if  my  informa- 
tion is  not  at  fault,  in  Fabretti,^^  and  the  sixth  upon  the 

•*  Inscnpt.  antiq.  quae  in  Etrurice  urbibus  exstant,  par.  i.  p.  455. 

■■  Ibid.  p.  382 :  "Tabula,  in  qua  snb  titulo sculptum  est  oanistmm, 
binsB  oorollse,  foemina  oomu  mensa  tripode  in  lectistemio  deomnbens, 
Pluto  quadriga  yeotus  animam  rapiens,  prseeunto  Mercurio  pctasato  it 
caduceato,  qui  rotundam  domum  intrat,  prope  quam  iaoet  eaoletiu.*' 

**  Insoripi  cap.  i.  n.  17,  quoted  by  Qori  from  tho  above. 
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KX)iid  of  the  two  gems  of  Stoscli  of  wMcli  lie  only  brings 
)rward  one  out  of  Lippert's  ^^  impressions. 

Wliat  a  wretched  study  is  the  study  of  antiquity  if  its 
abtlety  depends  on  such  knowledge ;  when  the  most 
earned  therein  is  he  who  can  most  easily  and  ex- 
austively  count  up  such  trivialities  on  his  j&ngers  I 

But  it  seems  to  me  it  has  a  more  dignified  side,  this 
udy.  A  dealer  in  antiquities  is  one  thing,  an  archsBolo- 
Lst  another!  The  former  has  inherited  the  fragments, 
le  latter  the  spirit  of  antiquity.  The  former  scarcely 
links  with  his  eyes;  the  latter  sees  even  with  his 
loughts.  Before  the  former  can  say  "  Thus  it  was,"  the 
Ltter  already  knows  whether  it  could  be  so. 

The  former  may  pile  together  yet  seventy  and  seven 
lore  such  artistic  skeletons  out  of  his  rubbish  heap,  to  prove 
lat  the  ancients  represented  Death  as  a  skeleton;  the 
Ltter  will  shrug  his  shoulders  at  this  short-sighted  indus- 
•y  and  will  continue  to  say  what  he  said  before  he  knew  all 
lis  baggage ;  either  they  are  not  as  old  as  they  are  thought 
)  be,  or  they  are  not  that  which  they  are  proclaimed. 

Putting  the  question  of  age  aside  as  not  decided  or  as 
ot  capable  of  decision,  what  reason  have  we  for  saying 
lat  these  skeletons  represent  Death  ? 

Because  we  modems  represent  Death  as  a  skeleton  ?  We 
lodems  still  in  part  depict  Bacchus  as  fat  and  paunchy. 
/"as  this  therefore  also  the  representation  which  the  ancients 
ave  of  him?  If  a  bas-relief  were  found  of  the  birth  of 
Hercules  and  we  saw  a  woman  with  folded  hands,  digiiis 
xtinntim  inter  se  implexis  sitting  before  a  door,  should  we 
3rhaps  say  this  woman  is  praying  to  Juno  Lucina  that 
le  may  aid  Alkmene  to  a  quick  and  happy  deliverance? 
ut  do  not  we  pray  in  this  manner  ?  This  reasoning  is  so 
retched  that  one  feels  ashamed  to  attribute  it  to  any  one. 
"oreover  too  the  moderns  do  not  portray  Death  as  a  mere 
:eleton ;  they  give  him  a  scythe  or  something  of  the  kind 
.  his  hand,  and  this  scythe  it  is  that  converts  the  skeleton 
to  Death. 

If  we  are  to  believe  that  the  ancient  skeletons  repre- 
nted  Death,  we  must  be  convinced,  either  by  the  repre- 

*'  Descript.  des  Pierres  gr.  p.  517,  n.  241. 
VOL.  HJ.  P 
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Miiiaticdi  itself  or  by  the  express  testimoiiy  of  iiaflieAt 
writers.  But  neither  the  one  nor  the  other  are  £c»ih- 
6Dming.  Not  even  the  faintest,  the  most  indireot  testi- 
mony can  be  adduced  for  this. 

I  oall  indirect  testimonies  the  references  and  piotnMB  of 
the  pOets.  Where  is  there  the  faintest  trace  in  any  Qxedc 
or  Eoman  poet  which  could  ever  allow  us  to  suspect  that 
he  found  Death  represented  as  a  skeleton  or  so  thought  of 
it  himself? 

Pictures  of  Death  are  frequent  among  the  poets  and 
often  very  terrible.  He  is  the  pale,  pallid,  sallow  Death ;  * 
he  roams  abroad  on  black  wings ;  ^^  he  bears  a  sword  ;^  ^ 
he  gnashes  hungry  teeth ;  ^^  he  suddenly  opensa  voracioiis 
jaw ;  ^2  he  has  bloody  nails  with  which  he  indicates  his 
destined  prey ;  ^^  his  form  is  so  large  and  monstixm8  that 
he  overshadows  a  whole  battlefield,^^  that  he  hurries  off 
with  entiire  cities.^^  But  where  in  all  this  is  there  eveaa 
suspicion  of  a  skeleton  ?  In  one  of  Euripides'  tragedisB 
he  is  even  introduced  among  the  acting  personages ;  and 
there  too  he  is  the  sad,  terrible,  inexorable  Death.  Yet 
Gveaa.  there  he  is  far  removed  from  appearing  as  a  skeleton, 
although  we  know  that  the  mechanism  of  the  anoieiit 
stage  did  not  hesitate  to  terrify  the  spectators  with  yet 
more  horrible  figures.  There  is  no  apparent  trace  of  his 
being  indicated  otherwise  than  by  his  black  vesture,®*  and 
by  the  steel  with  which  he  cut  off  the  hair  of  the  dying, 
thus  dedicating  them  to  the  infernal  gods.^^  Perhaps  he 
may  have  had  wings.^^ 

«  "  Pallida,  lurida  Mors." 

*•  **  Atris  circnmvolat  alis/'  Horat.  Sat.  ii.  i.  v.  58. 

«•  "  Fila  sororum  ense  metit,"  Statius,  Theb.  i  v.  633. 

•*  **  Mors  avidis  pallida  dentibus,*'  Seneca,  Hor.  Fur. 

•*  •*  Avidos  oris  Hiatus  pandit,"  Idem,  (Edipo. 

«»  **Pr8ecipuos  annis  animisque  cruento  unguenotat,"  Statins,  Theb. 
Viii  V.  380. 

«4  ^Fruitur  oobIo,  bellatoremquo  volando  campmn  oporit,"  Ibid.  viii. 
T.  378.  ^ 

«*  **  Captam  tenens  fert  manibus  urbem,"  IbtcU  lib.  1.  v.  633.  i 

**  Alcest.  y.  843,  where  Hercules  names  him^Avoucrd  rhv  fif\d/atatkBif  J 
wtKpuv, 

"  Ibid.  V.  76, 76,  where  he  says  of  himself— 

Upbs  yhp  oStos  ru>v  Kwrh  x^ovhs  6(&Vj 
8tou  tSS*  tlyyos  Kpdros  ayylfftt  rpixot* 

^  If  the  in4pano5  BSas  in  the  261st  line  is  to  be  understood  of  him.    | 
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Bat  may  not  some  of  these  shots  recoil  on  myself? 
If  it  be  admitted  to  me  that  in  the  pictures  of  the  poets 
nothing  is  seen  of  this  skeleton;  must  I  not  in  return 
admit  that  they  are  nevertheless  far  too  terrible  to  exist 
together  with  tiiat  image  of  Death  which  I  believe  that  I 
have  discovered  among  the  ancient  artists?  If  a  con* 
chudon  drawn  from  that  which  is  not  to  Ibe  found  in  the 
poet's  pictures  be  valid  for  the  material  pictures  of  art ; 
wdU  not  a  similar  conclusion  drawn  from  that  which  is 
found  in  these  pictures  be  valid  also? 

I  answer,  No ;  this  conclusibn  is  not  as  entirely  valid 
in  this  case  as  in  the  other.  Poetical  pictures  are  of 
immeasurably  wider  range  than  the  pictures  of  art :  and 
especially  in  the  personification  of  an  abstract  idea,  art 
can  only  express  that  which  is  general  and  essential  to  it. 
It  must  renounce  all  the  accidents  which  would  form 
exceptions  to  this  universality,  which  stand  in  opposition 
to  this  essential  quality,  for  such  accidents  in  tiie  thing 
itself  would  make  the  thing  itself  unrecognisable,  and  to 
be  recognised  is  its  aim  above  all  things.  The  poet,  on  the 
contrary,  who  elevates  their  personified  abstract  idea  into 
the  class  of  acting  personages,  can  allow  him  to  act  up  to 
a  oertam-  point  contrary  to  this  idea  and  can  introduce 
him  in  all  the  modifications  that  any  especial  case  offers, 
without  our  losing  sight  in  the  least  of  his  actual  natxire. 

Hence,  if  art  wishes  to  make  the  personified  idea  of 
Death  recognisable  by  us,  by  what  must  she,  by  what 
else  can  she  do  so,  than  by  that  which  is  common  to 
Death  in  all  possible  cases?  And  what  else  is  this  but 
the  condition  of  repose  and  insensibility  ?  The  more  she 
would  desire  to  express  contingencies  which  in  a  single 
case  might  banish  the  idea  of  this  rest  and  insensibility,  the 
more  unrecognisable  her  picture  must  necessarily  become, 
unless  she  resorts  to  the  addition  of  some  word,  or  some 
conventional  sign,  which  is  no  better  than  a  word  and 
will  thus  cease  to  be  pictorial  art.  The  poet  need  not  fear 
this.  For  him  language  has  already  elevated  abstract 
ideas  to  the  rank  of  independent  beings,  and  the  same 
word  never  ceases  to  awaken  the  same  idea,  however 
many  contradictory  contingencies  he  may  unite  with  it. 
He  may  describe  Death  as  never  so  painful,  so  terrible,  so 
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cruel,  we  do  not  therefore  forget  tliat  it  is  only  Death, 
and  that  such  a  horrible  shape  does  not  belong  to  him 
essentially,  but  only  under  similar  circumstances. 

The  condition  of  being  dead  has  nothing  terrible,  and  in 
%o  far  as  dying  is  merely  the  passage  to  being  dead,  dying 
can  have  nothing  terrible.  Only  to  die  thus  and  thus,  at 
this  moment,  in  this  mood,  according  to  the  will  of  this 
or  that  person,  to  die  with  shame  and  agony,  may  be  terri- 
ble and  becomes  terrible.  But  is  it  then  the  dying,  is  it 
Death,  which  has  caused  the  terror?  Nothing  less;  Death  1: 
is  the  desired  end  of  all  these  horrors,  and  it  is  only  to  be*;: 
imputed  to  the  poverty  of  language  if  it  calls  both  condi- 
tions, the  condition  which  leads  unavoidably  to  Death,  and 
the  condition  of  Death  itself,  by  one  and  the  same  name. 
I  know  that  this  poverty  can  often  become  a  source  of  Iti 
pathos  and  that  the  poets  thus  derive  advantage  from  it, 
but  still  that  language  unquestionably  merits  the  prefCT- 
ence  that  despises  a  pathos  which  is  founded  on  the 
confusion  of  such  diverse  matters,  and  which  itself 
obviates  such  confusion  by  distinctive  appellations.  Such 
a  language  it  appears  was  the  ancient  Greek,  the  lan- 
guage of  Homer.  Krjp  is  one  thing  to  Homer  and 
OdvaTo<s  another;  for  he  would  not  so  frequently  have 
combined  Odvaro^s  and  Krjp  if  both  were  meant  to  express 
only  one  and  the  same  thing.  By  Krjp  he  understands 
the  necessity  of  dying,  what  may  often  be  a  sad,  an  early 
violent,  shameful,  inopportune  death ;  by  Odvaro's  natural 
death,  which  is  preceded  by  no  K'^p,  or  the  condition  ef 
being  dead  without  any  reference  to  the  preceding  njp. 

The   Romans  too  made  a  distinction  between  lethum 
and  mors, 

"  Emergit  late  Ditis  chonis,  horrida  Erinnys, 
Et  Bellona  minax,  facibusque  armata  Mcgasra, 
Lethumque,  Insidia3que,  et  lurida  Mortis  imago  *'     [ 

—says  Petronius.  Spence  thinks  it  is  difficult  to  under-  ^ 
stand  this  distinction;  but  that  perhaps  by  lethum  j 
they  understood  the  general  principle  or  the  souree  : 
of  mortality,  which  they  supposed  to  have  its  proper  | 
residence  in  Hell,  and  by  mors  or  mories  the  imme-  i 
diate  cause    of   each  particular  instance    of  mortality  I 
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on  our  earth.^^  I,  for  my  part,  would  sooner  take  that 
lethum  is  to  denote  rather  the  manner  of  dying,  and  mors 
Death  originally  and  in  general,  for  Statins  says :  ^° 

*'  MiUe  modis  lethi  miseros  Mors  una  fatigat." 

The  modes  of  dying  are  endless ;  but  there  is  only  one 
Death.  Consequently  lethum  would  completely  answer 
to  the  Greek  /c^p,  and  mors  to  Odvaros,  without  prejudice 
to  the  fact  that  in  the  one  language  as  well  as  in  the 
other,  the  two  words  became  confounded  in  time  and  were 
^ally  employed  as  entirely  synonymous. 

However  i  will  here  also  imagine  to  myself  an  oppo- 
nent who  contests  every  step  of  the  field.  Such  a  one 
might  say :  "  I  will  allow  the  distinction  between  K-^p 
and  OdvaTo^j  but  if  the  poets,  if  language  itself  have 
distinguished  between  a  terrible  death  and  one  that  is 
dot  terrible,  why  then  may  not  Art  be  permitted  to  have 
a  similar  double  image  for  Death?  The  less  terrible 
image  may  have  been  the  genius  who  rests  on  his 
reversed  torch,  with  his  various  attributes ;  and  conse- 
[jnently  this  genius  was  a  ddvaro's.  How  stands  it  with 
the  image  of  K?Jp?  If  this  had  to  be  terrible,  then 
perhaps  it  was  a  skeleton,  and  we  should  then  still  be 
permitted  to  say,  that  the  ancients  represented  Death, 
i.€.  violent  death,  for  which  our  language  lacks  a  name, 
by  means  of  a  skeleton. 

It  is  certainly  true  that  the  ancient  artists  also 
accepted  the  abstraction  of  Death  from  the  terrors  that 
precede  it  and  represented  the  latter  under  the  especial 
image  of  K^p.  But  h6w  could  they  have  chosen  for  their 
representation  something  which  only  ensues  long  after 
death  ?  A  skeleton  would  have  been  as  unsuitable  for  this 
as  possible.  Whosoever  is  not  satisfied  with  this  reasoning, 
let   him  look  at   the   fact.     Fortunately  Pausanias   has 

*»  Polymetis,  p.  261 :  "  The  Roman  poets  sometimes  make  a  distino- 
tion  between  Lethum  and  Mors,  which  the  poverty  of  our  language 
will  not  allow  us  to  express.  Perhaps  he  meant  by  Lethum,  that 
general  principle  or  source  of  mortality,  which  they  supposed  to  havo 
itfl  proper  residence  in  hell ;  and  by  Mors,  or  Mortes  (for  they  had 
fieveral  of  them)  tiie  immediate  cause  of  each  particular  instance  o£ 
mortality  on  our  earth."  '•  Thebaid.  ix.  v.  280. 
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S reserved  for  us  the  image  under  which  this  K^p 
epicted.  It  appeared  as  a  woman  with  horrible  teeth 
and  crooked  nails,  like  to  a  wild  beast  .  Thus  was  Aa 
represented  upon  the  cist  of  Kypselus  on  which  Death 
and  Sleep  rested  in  the  arms  of  Night,  behind  Polyneikes 
when  his  brother  Eteokles  attacks  him.  rov  IloXvrc&ovs  Sk 
oTTLfrOev  tarrjKcv  oSovra^  t€  e^ovcra  ovSh^  '^fieptaripov^  OilpioVf 
Kal  ol  Koi  T(ov  x€Lp<t)v  elcrlv  hriKafiirels  ol  ^n^es*  hrCypatfifid  8f 
hr  avrg  cTvat  <^ao-t  KrjpaJ^^  A  substantive  seems  wanting  in 
the  text  before  tarrjKev,  but  it  would  be  a  mere  quibbfe  if 
we  affected  to  doubt  that  it  must  be  ywiy.  Anyway  it 
cannot  be  otkcXctos,  and  that  is  enough  for  me. 

Herr  Klotz  has  already  once  before  wanted  to  employ 
this  image  of  Ki^p  against  my  assertion  as  to  the  manner  in 
which  Death  was  depicted  by  the  ancients,'^  and  now  he 
knows  what  I  could  have  repHed  to  him.  Ki^p  is  not  Death, 
and  it  is  mere  poverty  in  those  languages  where  it  has  to 
pass  for  it  by  a  circumlocution  and  with  the  addition  of 
the  word  Death.  So  distinct  an  idea  ought  to  have  a  word 
for  itself  in  all  languages.  And  yet  Herr  ELlotz  should 
not  have  praised  Kulmius  for  translating  icijp  by  mor$ 
fatalis.  It  would  be  more  correct  and  exact  to  say/a^m 
mortale,  mortiferum,  for  in  Suidas  icfip  is  explained  by 
OavaTrj(f>6po^  fioipa,  not  by  Odvaros  Tr€7rp(i)fi€vo^, 

Finally  I  will  remind  my  readers  of  the  euphemisms  of 
the  ancients  and  their  delicacy  in  exchanging  such  words 
as  might  immediately  awaken  disagreeable,  sad,  horrible 
ideas  for  less  shocking  ones.  If  in  consequence  of  this 
euphemism  they  did  not  distinctly  say  "  he  is  dead  "  but 
rather  "he  has  lived,  he  has  been,  he  has  gone  to  the 
majority "  ^^  and  such  like ;  if  one  of  the  reasons  of  this 
delicacy  consisted  in  avoiding  as  far  as  might  be  words  of 
evil  omen ;  then  there  can  bo  no  doubt  that  the  artists  too 

**  Lib.  V.  cap.  19,  p.  425,  ed.  Kulin. 

"  Ad  Litt.  vol.  iii.  p.  288:  *' Considerem  qnasdam  fignnui  are» 
Oypseli  in  templo  Olympico  insculptas.  Inter  eos  apparet  yvrii 
hwvras,  K.r.\.  Ycrbum  Krjpa  recto  explicat  Kuhnius  mortem  fatakm 
eoqne  loco  rcfntari  posso  videtur  Auctoris  opinio  do  minus  tenibiii 
fonna  morti  ab  antiqnis  tribnta,  cni  sententiie  etiam  alia  monimentr 
adyersari  yidentor." 

**  Gattakenifl,  de  noyi  Instrumenti  stylo,  cap.  zix.  [London,  16 IQ. 
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^OTild  tone  down  their  language  to  tliis  gentler  pitoh. 
riiey  too  would  not  have  presented  Death  under  an 
mage  unavoidably  calling  up  before  the  beholder  loath- 
lome  ideas  of  decay  and  corruption,  the  image  of  the 
igly  skeleton;  for  in  their  compositions  too  the  unex- 
peoted  sight  of  such  an  image  could  have  become  as  ominous 
18  the  unexpected  hearing  of  the  actual  word.  They  too 
therefore  will  rather  have  chosen  an  image,  which  leads 
IB  to  that  of  which  it  is  emblematic  by  an  agreeable  by- 
path ;  and  what  image  could  be  more  suited  to  this,  than 
bhat  whose  symbolic  expression  language  itself  likes  to 
smploy  as  the  designation  of  Death,  the  image  of  Sleep  ? 

"  Nullique  ea  tristis  imago." 

But  euphemism  does  not.  banish  words  from  a  language^ 
ioee  not  necessarily  thrust  them  out  of  usage  because  it 
exohanges  them  for  gentler  ones.  It  rather  employs 
ttifise  repulsive  and  therefore  avoided  words,  instead  of 
tlie  less  offensive  ones,  on  a  more  terrible  occasion.  Thus, 
for  example,  it  says  of  him  who  died  quietly,  that  he 
no  longer  lives,  so  it  would  say  of  him  who  had  been 
murdered  under  the  most  horrible  tortures,  that  he  had 
died ;  and  in  Hke  manner.  Art  will  not  wholly  banish 
from  her  domain  those  images  by  which  she  might 
indicate  Death  but  which  on  account  of  their  horrors  she 
does  not  willingly  employ,  but  will  rather  reserve  them 
for  such  occasions  in  which  they  are  the  more  appropriate, 
or  even  the  only  serviceable  ones. 

Therefore,  since  it  is  proved  that  the  ancients  did  not 
represent  Death  by  a  skeleton;  and  since  nevertheless 
skeletons  are  to  be  seen  on  ancient  monuments;  what 
are  they  then,  these  skeletons  ? 

Without  circumlocution  these  skeletons  are  Larvm; 
and  that  not  inasmuch  as  Larva  itself  means  nothing  else 
but  a  skeleton,  but  inasmuch  as  under  LarvoB  a  kind  of 
departed  souls  was  imderstood. 

The  ordinary  pneumatology  of  the  ancients  was  as 
follows.  Besides  the  gods,  they  believed  in  an  innumer- 
able race  of  created  spirits,  ,whom  they  named  Dsemons. 
Among  these  Daemons  they  also  reckoned  the  departed 
souls  of  men,  which  they  comprehended  under  the  general 
name  of  Lemurea  and  of  which  there  could  not  well  ba 
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otlierwise  than  two  kinds ;  departed  souls  of  good  and  of 
bad  men.  The  good  became  peaceful,  blissful  household 
gods  for  their  posterity  and  were  named  Lares.  The  bad, 
in  punishment  of  their  crimes,  wandered  like  restless 
fugitives  about  the  earth,  an  empty  terror  to  the  pious, 
a  blighting  terror  to  the  impious,  and  were  named  LarwB. 
In  the  uncertainty  whether  a  departed  soul  were  of  the 
first  or  second  kind,  the  word  Manes  ^*  was  employed. 

And  I  say,  that  such  Larvce,  such  departed  souLsi  of  bad 
men  were  represented  as  skeletons.  I  am  convinced  that  | 
this  remark  is  new  from  the  point  of  view  of  art  and  has  j 
not  been  used  by  any  archaeologist  in  explanation  of 
ancient  monuments.  People  will  therefore  require  to  see 
it  proved,  and  it  might  not  be  sufficient  if  I  referred  to  a 
commentary  of  Herr  Stephanus,  according  to  which  in 
an  old  epigram  ol  orfccXerot  is  to  be  explained  by  Manes.  But 
what  this  commentary  only  lets  us  guess,  the  following 
words  will  place  beyond  doubt.  Seneca  says :  '*  "  Nemo 
tam  puer  est,  ut  Cerberum  timeat,  et  tenebras,  et  Larvarom 
habitum  nudis  ossibus  cohaBrentium ;"  or  as  our  old  honest 
and  thoroughly  German  Michael  Herr  translated :  "  Es  ist 
niemands  so  kindisch,  der  den  Cerbenis  forcht,  die  Fins- 
terniss  und  die  todten  Gespenst,  da  nichts  dann  die  leidigen 
Bein  an  einander  hangen  "  ^^  ("  No  one  is  so  childish  as  to 
fear  Cerberus,  darkness  and  dead  spectres  hanging 
together  by  nothing  but  bare  bones  ").     How  could  a 

'*  Apuleius,  de  Deo  Socratis  (p.  110,  edit.  Bas.  per  Hen.  Petri): 
^*  Est  et  secundo  signatu  species  dsDmonum,  animus  humanus  exutus  et 
liber,  stipendiis  vitsa  corpore  suo  abjuratis.  Huno  vetere  Latina  lingua 
reperio  Lemurem  dictitatum.  Es  hisce  ergo  Lemuribus,  qui  posterorum 
snorum  curam  sortitus,  pacato  et  quieto  numine  domum  possidot  Lar 
dicitur  fainiliaris.  Qui  vero  propter  ad  versa  vitae  merita,  nullis  bonis 
sedibus  incerta  vagatione,  oeu  quodam  exilio  punitur,  inane  terrioula- 
mentum  bonis  hominibus,  csetcrum  noxium  malls,  huno  plerique  Larvam 
perhibent.  Cum  vero  incertum  est  quoB  cuique  sortitio  evenerit,  utrum 
Lar  sit  an  Larva,  nomine  Manium  deum  nuncupant,  et  honoris  gratia 
Dei  vocabulum  additum  est." 

'•  Epist.  xxiv. 

'*  Sittliche  Zuchtbiicher  des  hochbenihmten  Philosophen  Seneoa, 
Strasburg  1536,  in  folio.  A  later  translator  of  Seneca,  Conrad  Fuchs 
(Frankfort  1620)  renders  the  words  **et  Larvarum  habitum  nudis 
ossibus  oohierentium  "  by  "  und  der  Todten  gebeinichte  Companej.** 
Very  elegant  and  mad  1 
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skeleton,  a  framework,  be  more  distinctly  indicated,  than 
by  nudis  ossibus  cohcerens  f  How  could  it  be  more  empha- 
tically expressed  that  the  ancients  were  accustomed  to 
conceive  and  to  figure  their  haunting  spirits  as  skeletons  ? 
If  such  an  observation  affords  a  more  natural  explana- 
tion for  misunderstood  representations,  this  is  unquestion- 
ably a  new  proof  of  their  justice.  Only  a  single  skeleton  on 
an  ancient  monument  might  certainly  be  Death  if  it  had 
not  been  proved  on  other  grounds  that  he  was  not  so 
depicted.  But  how,  when  many  such  skeletons  appear? 
May  we  say  that,  even  as  the  poet  knew  various  Deaths — 

"  Stant  Furise  circum,  varieeque  ex  ordine  Mortes  " 

— so  it  must  also  be  permitted  to  the  artist  to  represent 
various  forms  of  death  as  a  separate  Death  ?  And  if  even 
then  no  sound  sense  can  be  made  of  such  a  composition  con- 
sisting of  various  skeletons  ?  I  have  referred  above  to  a 
stone  in  Gori  ^^  on  which  three  skeletons  are  to  be  seen ; 
the  one  drives  on  a  biga  drawn  by  fierce  animals,  over 
another  prostrate  on  the  ground,  and  threatens  to  drive 
over  a  third  that  stands  in  its  way.  Gori  calls  this  repre- 
sentation the  triumph  of  Death  over  Death.  Words  with- 
out sense.  But  happily  this  gem  is  of  bad  workmanship 
and  filled  up  with  characters  intended  to  pass  for  Greek, 
but  which  make  no  sense.  Gori  therefore  pronounces  it 
the  work  of  a  Gnostic,  and  people  have  taken  leave 
from  all  time  to  lay  as  many  absurdities  as  they  do 
not  care  to  explain  to  their  account.  Instead  of  seeing 
Death  triumphing  over  himself,  or  over  a  few  rivals 
envious  of  his  dominion,  I  see  nothing  but  departed  souls, 
in  the  form  of  Larvce,  who  still  cling  in  the  other  life 
to  those  occupations  which  were  so  pleasant  to  them  in 
this.  That  this  was  the  case  was  a  commonly  received 
opinion  with  the  ancients,  and  Virgil  has  not  forgotten 
the  love  of  racing  among  the  examples  he  gives  of  this  ^® 

" qu8B  gratia  curriim 

Armorumque  fuit  vivis,  qu8B  cura  nitentes 
Pascere  equos,  eadem  sequitur  tellure  repostos.** 

"  Bee  above,  p.  208.        '•  -fflneid,  vi.  v.  653. 
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Therefore  nothing  is  more  common  on  montuttents-  aaA 
nms  and  sarcophagi  than  genii,  who  exercise — 

** aliquas  artes,  antiqiraa  irritamina  vitce,** 

and  in  the  very  work  of  Gori,  in  which  he  adduces,  this 
geniy  a  marble  occurs  of  which  the  gem  might  be  almost 
called  the  caricature.  The  skeletons  that  on  the  gem 
drive  and  are  driven  over,  are,  on  the  marble,  genii. 

Now  if  the  ancients  did  not  conceive  of  the  LarwBj  ,ie. 
the  departed  souls  of  wicked  men  otherwise  than  as 
skeletons,  then  it  was  quite  natural  that  finally  every 
skeleton,  even  if  it  was  only  a  work  of  art,  should  be 
called  Larva.  Hence  Larva  was  also  the  name  of  that 
skeleton  which  appeared  at  solemn  banquets,  to  stimulate 
a  more  hasty  enjoyment  of  Hfe.  The  passage  in  Petionius 
concerning  such  a  skeleton  is  well  known,'^  but  the  otti- 
clusion  it  might  be  sought  to  deduce,  that  it  is  a  repiesen- 
tation  of  Death,  would  be  very  precipitate.  Because  a 
skeleton  reminded  the  ancients  of  Death,  was  a  skeleton 
therefore  the  received  image  of  Death?  The  saying 
which  Trimalcus  utters  rather  distinguishes  expressly  the 
skeleton  and  Death : 

"  Sic  erimus  cuncti,  postquam  nos  auferet  Orous.** 

That  does  not  mean,  "  This  one  will  soon  carry  us  off," 
**  In  this  form  Death  will  claim  us,"  but "  This  is  what  we 
must  all  become,  and  skeletons  we  shall  all  be  when 
Death  has  claimed  us." 

And  thus  I  think  that  I  have  proved  in  all  ways  what  I 
promised  to  prove.  But  I  still  wish  to  show  that  I  have  not 
taken  this  trouble  only  against  Herr  Klotz.  To  put  Herr 
Klotz  alone  right  might  seem  to  most  readers  an  equally 

'*  *'Potentibua  ergo,  et  aocnratissimas  nobis  lautitias  mirantiibii^ 
laryam  argenteam  attulit  servus  sio  aptatam,  nt  artioali  ejus  verte- 
brieque  laxatsB  in  omnem  partem  verterentnr.  Hano  qnmn  super 
mensam  semel  iterumque  abjeoisset,  et  catenatio  mobilis  aliquot  figum 
exprimeret  Trimalcio  adjecit — 

Heu,  heu,  nos  miseros,  quam  totus  bomnndo  nil  est  I 
Sic  erimns  cuncti,  postquam  nos  auferet  Oroos. 
Ergo  vivamus,  dum  licet  esse  bene.** 

(Edit.  Mich.  Hadr.  p.  115.) 
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3asy  and  useless  oocupation.  It  is  something  different  if 
tie  has  gone  astray  along  with  the  whole  flock.  Then  it 
is  not  the  hindermost  bleating  sheep,  but  the  flock  thai 
puts  the  shepherd  or  his  dog  in  motion. 


PROOF. 

[  WHiL  therefore  glance  ait  better  scholars  who,  as  I  have 
jaid,  share  more  or  less  in  the  erroneous  imaginations  of 
5err  Kldtz,  and  will  commence  with  a  man  who  is  all  in 
ill  to  Herr  Klotz,  his  departed  friend,  Count  Caylus. 
Wliat  lovely  souls  those  must  be  who  at  once  declare  as 
their  Mend,  one  with  whom  they  have  exchanged  a  few 
x>mpliments  at  the  distance  of  a  hundred  miles!  It  is 
)nly  a  pity  that  we  can  just  as  easily  become  their  enemy  f 

Among  the  subjects  recommended  to  artists  out  of 
Eomter,  by  Count  Caylus,  was  that  of  Apollo  delivering 
khe  purified  and  embalmed  corpse  of  Sarpedon  to  Death 
mdSleep.^^ 

The  Count  says :  "  It  is  only  vexatious  that  Homer  did 
Qot  enter  upon  the  attributes  that  were  at  his  time 
EM3Corded  to  Sleep.  To  designate  this  god,  we  only  know 
his  actions  and  we  crown  him  with  poppies.  These  ideas 
are  modem,  and  the  first,  which  is  altogether  of  minor 
use,  cannot  be  employed  in  the  present  instance,  in  which 
even  flowers  seem  to  me  quite  unsuitable,  especially  for  a 
figure  that  is  to  group  with  Death."  ^^  I  will  not  repeat 
here  what  I  have  said  in  the  *  Laokoon,'  concerning  the 
want  of  taste  of  the  Count  who  demands  from  Homer  that 
he  should  deck  the  creatures  of  his  mind  with  the  attri- 
butes of  the  artists.  I  will  only  note  here  how  little  he 
himself  know  these  attributes,  and  how  inexperienced  he 
was  in  the  actual  representation  of  both  Death  and  Sleep. 
As  to  the  first  it  is  incontrovertibly  shown  from  his  words 
that  he  believed  Death  could  and  must  be  represented  as 
nothing  else  but  a  skeleton.  He  would  not  otherwise 
have  <K)served  complete  silence  concerning  its  figure,  as 

••  Iliad.  IT,  V.  681.  "  Tableaux  tir€s  de  llliade,  &o. 
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on  a  subject  that  was  self-evident ;  still  less  woald  lie 
have  remarked  that  a  j&gure  crowned  with  flowers  could 
not  be  well  assorted  with  the  figure  of  Death.  This  appre- 
hension could  only  arise  from  the  fact  that  he  had  never 
dreamed  of  the  resemblance  of  the  two  figures,  having 
pictured  Death  to  himself  as  an  ugly  monster,  and  Sleep 
as  a  gentle  genius.  Had  he  known  that  Death  was  a  Hkc 
gentle  genius,  he  would  surely  have  reminded  his  artists 
of  this,  and  could  only  have  discussed  with  them,  whether 
it  be  well  to  give  these  allied  genii  distinctive  attributes 
and  which  would  be  the  most  becoming.  But  in  the  second 
place,  he  did  not  even  know  Sleep  as  he  should  have 
known  him.  It  is  rather  too  much  ignorance  to  say,  that 
except  by  his  action  he  only  indicates  this  deity  by  baleful 
poppies.  He  indeed  justly  notes  that  both  these  symbols 
are  modem,  but  he  not  only  does  not  say  what  were  the 
old  genuine  symbols,  but  he  also  totally  denies  that  such 
have  been  handed  down  to  us.  He  therefore  knew  nothing 
of  the  horn  which  the  poets  so  often  ascribe  to  Sleep, 
and  with  which  he  was  depicted  according  to  the  express 
testimony  of  Servius  and  Lutatius.  He  Imew  nothing  of 
the  reversed  torch ;  he  did  not  know  that  a  figure  with 
such  a  reversed  torch  was  extant  from  ancient  times, 
which  was  announced  as  Sleep,  not  by  a  mere  conjecture, 
but  by  its  own  undoubted  superscription.  Ho  had  not 
found  this  figure  either  in  Boissard,  or  Gruter,  or  Span- 
heim,  or  Beger,or  Brouckhuysen,^^  and  heard  nothing  of  it 
in  any  quarter.  Now  let  us  imagine  the  Homeric  picture, 
as  'he  would  have  it  with  a  Sleep,  as  if  it  was  the 
awakened  sleep  of  Algardi ;  with  a  Death,  a  very  little 
more  graceful  than  he  bounds  about  in  old  German  Death- 
Dances.  What  is  ancient,  Greek,  Homeric  in  this  ?  What 
is  there  that  is  not  fanciful,  Gothic,  and  French  ?  Would 
not  this  picture  of  how  Homer  thought,  according  to 
Caylus,  bear  the  same  likeness  to  the  original  as  Hudart's 
translation?     Still  it  would  only  bo   the  fault  of   the 

**  Brouckhuysen  has  incorporated  it  in  his  Tibullus  from  Spanheim, 
bnt  Beger,  as  I  shonld  have  noted  above,  p.  192,  has  made  known  the 
whole  monument,  out  of  which  this  single  figure  is  tidccn.  This  he 
has  done  from  the  papers  of  Pighius  in  his  Spicilegiiim  Antiquitatis, 
p.  106.    Beger  as  httle  refers  to  Spanheim.  as  Spanheim  to  Beger. 
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artist's  adviser,  if  lie  became  so  offensively  and  romanti- 
cally modem,  whereas  he  might  be  so  simple  and  sug- 
gestive, so  graceful  and  great,  in  the  true  spirit  of 
antiquity.  How  he  should  feel  allured  to  put  forth  all  his 
powers  upon  two  such  advantageous  figures  as  winged 
genii,  to  make  what  is  similar  different,  and  what  is 
different  similar,  alike  in  growth,  form,  and  mien ;  yet  as 
unlike  in  hue  and  flesh  as  the  general  tone  of  his  colouring 
will  allow.  For  according  to  Pausanias  the  one  of  these 
twins  was  black,  the  other  white.  I  say,  the  one  and  the 
other,  because  it  is  not  actually  clear  from  the  words  of 
Pausanias,  which  was  the  white  one  and  which  the  black. 
And  though  I  should  not  marvel  if  an  artist  made  the 
black  one  to  be  Death,  yet  I  could  not  therefore  assure 
him  that  he  must  be  in  unquestioned  agreement  with 
antiquity.  Nonnus,  at  least,  calls  Sleep  fi€\av6xpow, 
when  Venus  shows  herself  inclined  not  to  force  such  a  black 
spouse  upon  the  white  Pasithea  ;^^  and  it  is  quite  possible 
that  the  ancient  artists  gave  the  white  hue  to  Death,  thus  to 
indicate  that  he  was  not  the  more  terrible  Sleep  of  the  two. 

Truly,  Caylus  could  learn  little  if  at  all  better  from 
the  well-known  iconological  works  of  a  Ripa,  a  Chartarius 
and  however  their  copyists  may  be  called. 

Ripa,^^  it  is  true,  knew  the  horn  of  Sleep,  but  how 
erroneously  he  decks  him  out  in  other  respects!  The 
shorter  white  tunic  over  a  black  dress  which  he  and 
Chartarius  ^^  give  to  him,  belongs  to  Dreams  and  not  to 
Sleep.  Eipa  knew  the  passage  in  Pausanias  concerning 
the  resemblance  of  Death  and  Sleep,  but  without  making 
the  least  use  of  this  for  his  picture.  Ho  proposes  three 
kinds,  and  none  of  these  are  such  as  a  Greek  or  Boman 
would  have  recognised.  Nevertheless  only  one  of  them, 
the  invention  of  Camillo  da  Ferrara,  is  a  skeleton ;  but  I 
doubt  whether  Ripa  means  to  say  by  this  that  it  was  this 
Camillo  who  first  painted  Death  as  a  skeleton.  I  do  not 
however  know  this  Camillo. 

Those  who  have  made  most  ase  of  Ripa  and  Chartarius 
are  Giraldus  and  Natalis  Comes. 

•2  Lib.  xxxiii.  v.  40.  **  Iconolog.  p.  464,  edit.  Rom.  1603. 

®*  Imag.  Deorum,  p.  143,  Francof.  1687. 
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Tliey  copied  tlie  error  about  the  white  and  Uaok  dien 
of  Sleep  from  Giraldus,^^  and  Giraldus  can  oaily  haTd 
looked  at  a  translation,  instead  of  at  Philostratus  hinuell 
For  it  is  not  ''Ytitos  but  ''Ovapos,  of  whom  Fhiloftntns 
says :  ^^  ev  dveifjuevt^  tQ  etSci  yeypaTrrat,  kcu  iaO^a  lya  keuK^ 
hrl    lUkalvri   to,    otfiaij    vuKTayp    avrov   koX   fiiff  yfJL^paof*      it 

is  incomprehensible  to  me  how  even  the  latest  transLator 
of  Philostratus'  works,  GottMed  Olearius,  who  aaBtueB 
us  that  he  has  given  us  an  almost  TrhoUy  new  rendering, 
<xrald  have  been  so  extremely  careless  with  these  words. 
They  run  in  Latin,  with  him  as :  "  Ipse  somnus  rexnina 
pictus  est  facie,  candidamque  super  nigra  vestem  habet, 
eo,  ut  puto,  quod  nox  sit  ipsius,  et  quae  diem  excipiunt.**®^ 
What  does  this  mean :  "  et  quad  diem  excipiunt "  ?  Did 
Olearius  not  know  that  /xc^'  rifiipav  means  "  interdiu,"  and 
vvKTtap  "  noctu  "?  It  might  be  said  in  his  defence  that  one 
grows  weary  of  purging  the  old  miserable  translations. 
He  should  then  at  least  not  have  desired  to  exouse  or 
refute  any  one  out  of  an  untested  translation.  But  as  it 
further  runs,  "  Comu  is  (Somnus)  manibus  quoque  tenet, 
ut  qui  insomnia  per  veram  portam  inducere  soleat,"  he 
appends  in  a  note:  "Ex  hoc  vero  Philostrati  looo 
patet  optimo  jure  portas  illas  somni  dici  posse,  qui  scilicet 
somnia  per  eas  inducat,  nee  necesse  esse  ut  apud  Virgi- 
lium  (4]noid.  vi.  v.  562)  somni  dictum  intelligamus 
pro  somnii,  ut  voluit  Tumebus  "  (lib.  iv.  Advers.  c.  14). 
But  Philostratus  himself  does  not  speak  of  the  portsds  of 
Sleep,  Somni,  but  of  Dreams,  Somnii,  and  it  is  also 
Ovcipos,  not  ''Yttvos  with  him  who  admits  dreams  through 
the  true  gates.  Consequently  Virgil  can  still  only  be 
helped  otherwise  than  by  Tumebus's  commentary,  if  he 
absolutely  must  coincide  with  Homer  in  his  conception 
of  these  gates.  Giraldus  is  entirely  silent  concerning 
the  form  of  Death. 

Natalis  Comes  gives  to  Death  a  black  garment  strewn 
with  stars.^^  The  black  garment,  as  we  saw  above,  is 
founded  on  Euripides,  but  who  put  the  stars  upon  it  I  do 
not  know.     He   has    also  dreams  contortia  cruribua  and 

••  Hist.  Deorum  Syntag.  ix.  p.  311,  edit.  Jo.  Jensii. 

•'  Iconum,  Ub.  i.  27.  ••  Mythol.  lib.  iii.  cap.  la 
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US  that  LxLoian  made  them  roam  about  thus  on  his 
iaLand  of  Sleep.  But  with  Lucian  they  are  mere  shapeless 
dretois,  afwptfioij  and  the  crooked  legs  are  Natalis's  own 
imrtiHtibn.  Even  according  to  him  these  crooked  legs  would 
not  appertain  to  dreams  in  general  as  an  allegorical  dis- 
tmctioii,  but  only  to  certain  dreams. 

To  irefer  to  other  mythological  compilers  would  scarcely 
repay  the  trouble.  Banier  alone  may  seem  to  merit  an 
^tsbeption.  But  even  Banier  says  nothing  of  the  form  of 
Deatii,  and  commits  more  than  one  inaccuracy  respecting 
ili6  form  of  Sleep.^^  For  he  too  mistakes  Dream  for  Sleep 
IXL  this  picture  of  Philostratus,  and  sees  him  there  formed 
asaman,  though  he  thinks  that  he  can  determine  from  the 
passage  of  Fausanias  that  he  was  represented  as  a  child, 
and  only  as  a  child.  He  also  copies  a  gross  error  from 
Mont&ucon,  which  has  been  already  condemned  by  Winck- 
aIithmwi  and  which  should  therefore  have  been  familiar  to 
his  Gennan  translator.^^  Namely,  both  Montfaucon  and 
Banier  proclaim  the  Sleep  of  Algardi  in  the  Villa  Borghese 
aeantique,  and  a  new  vase,  that  stands  near  it  with  various 
otheiEB,  is  declared  to  be  a  vessel  filled  with  a  somniferous 
potiooQ,  just  because  Montfaucon  found  it  placed  beside  it 
<m  an  engraving.  This  Sleep  of  Algardi  itself,  however 
eizquisite  the  workmanship  may  be,  is  quite  at  variance 
witii  the  simplicity  and  the  dignity  of  the  ancients.  Its 
position  and  gesture  are  borrowed  from  the  position  and 
gesture  of  the  sleeping  Faun  in  the  Palazzo  Barberini,  to 
which  I  have  referred  above. 

Nowhere  have  I  met  with  an  author  on  this  branch  of 
knowledge,  who  has  not  either  left  the  image  of  Death,  as 
it  existed  amongst  the  ancients,  totally  undecided  or  has 
it  incorrectly.  Even  those  who  were  familiar  with  the 
monuments  which  I  have  named,  or  with  others  like  them, 
have  not  therefore  approached  much  nearer  the  truth. 

Thus  Tollius  knew  that  various  old  marbles  were  extant, 
on  which  boys  with  reversed  torches  represented  the 
eternal  sleep  of  the  dead.^^    But  is  this  to  recognise  in  one 

*  Erlauterung  der  Gotterlehre,  vol.  iv.  p.  147,  German  trans. 
^  Preface  to  Geschiclite  der  Kunst,  p,  15.    •*  In  notis  ad  Roudelli 
Expositicttiem,  S.  T.  p.  292. 
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of  tliem  Deatli  himself?  Did  he  therefore  comprehend 
that  the  deity  of  Death  was  never  represented  in  anothef 
form  by  the  ancients  ?  It  is  a  long  step  from  the  symbolical 
signs  of  an  idea,  to  the  well-defined  establishment  of  this 
idea  personified,  and  reverenced  as  an  independent  being. 

Just  the  same  may  be  said  of  Gori.  Gori  most  expreoSy 
■^ames  two  such  winged  boys  on  old  sarcophagi  "  Genioci 
Somnum  et  Mortem  referentes,"®^  but  this  very  "refer- 
entes  "  betrays  him.  And  since  at  another  place  ®^  he  speaks 
of  these  as  "  Genii  Mortem  et  Funus  designantes  " ;  since 
elsewhere,  notwithstanding  the  meaning  of  Death  whidi 
he  gi'ants  to  Buonarotti,  ho  still  sees  in  one  a  Cupido,  since, 
as  we  have  seen,  he  recognises  the  skeletons  on  old  stones 
as  Mortes ;  it  is  almost  pretty  well  unquestionable  that 
he  was  at  least  very  undecided  in  himself  concerning  these 
matters. 

The  same  holds  good  for  Count  MafFei.  For  althongli 
he  held  that  the  two  winged  boys  with  reversed  torches 
seen  on  old  monuments  were  meant  for  Sleep  and  Death, 
yet  he  declared  such  a  boy,  who  stands  on  the  well-known 
**  Conclamation  marble  "  in  the  Saloon  of  Antiquities  at 
Paris,  to  be  neither  the  one  nor  the  other,  but  a  genius, 
who  shows  by  his  reversed  torch  that  the  deceased  person 
indicated  died  in  the  flower  of  youth,  and  that  Amor  and 
his  kingdom  mourn  this  doath.^*  Even  when  Dom  Martin 
bitterly  controverted  this  first  error,  and  incorporated 
the  same  marble  in  his  Museum  Yeronese,  he  makes  no 
attempt  at  its  clearer  identification,  and  leaves  the  figures 
on  the  139th  plate,  which  he  could  have  used  for  this 
purpose,  without  any  explanation. 

But  this  Dom  Martin  scarcely  desei*vedto  be  confuted. 
He  would  have  the  two  genii  with  reversed  torches  found 
on  ancient  monuments  and  urns,  to  be  held  as  the  genii 
of  the  man  and  of  his  wife  or  for  the  united  guardian 
spirits  whom,  according  to  some  of  the  ancients,  every 
one  possessed. 

He  might  and  should  have  known,  that  at  least  one  of 

•*  Inscript.  ant.  quae  in  Etruriro  iirbibus  exstant,  parte  iii.  p.  xoiii. 
••  Ibid.  p.  Ixxxi. 

•*  Explic.  de  divers  Monuments  sinp:nlier8  qui  out  rapport  k  la  BelV 
gion  dcs  plus  ancicns  peuples,  par  le  R.  P.  Dom  ♦♦,  p.  36. 
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ihese  figures,  in  consequence  of  the  express  ancient  super- 
scription, must  needs  be  Sleep,  and  just  now  I  luckily  hit 
upon  a  passage  in  Winckelmann  in  which  he  has  already 
censured  the  ignorance  of  this  Frenchman. 

Winckelmann  writes :  "  It  occurs  to  me  that  another 
Frenchman,  Martin,  a  man  who  could  dare  to  say  Grotius 
had  not  understood  the  Septuagint,  announces  with  bold- 
ness and  decision  that  the  two  genii  on  the  ancient  urns 
cannot  be  Sleep  and  Death,  and  yet  the  altar  on  which 
they  figure  in  this  sense  with  the  antique  superscription 
of  Sleep  and  Death,  is  publicly  exhibited  in  the  courtyard 
of  the  Palazzo  Albani."  I  ought  to  have  recalled  this 
passage  above  (p.  182),  for  Winckelmann  here  means  the 
same  marble  which  I  have  there  adduced  from  his  Essay  on 
Allegory.  What  was  not  so  clearly  expressed  there,  is 
the  clearer  here ;  not  only  the  one  genius,  but  also  the 
other,  are  by  the  ancient  inscription  literally  designated, 
on  this  Albani  monument,  as  what  they  are;  namely 
Sleep  and  Death.  How  much  I  wish  that  I  could  set  a 
final  seal  upon  this  investigation  by  this  announcement  I 

Yet  a  word  about  Spence  ere  I  close.  Spence,  who  most 
positively  desires  to  force  upon  us  a  skeleton  as  the 
antique  image  of  Death,  Spence  opines,  that  the  ordi- 
nary representations  of  Death  among  the  ancients,  could 
not  well  have  been  other  than  terrible  and  ghastly,  because 
the  ancients  generally  entertained  far  darker  and  sadder 
conceptions  of  his  nature  than  we  could  now  admit.^^ 

Yet  it  is  certain  that  that  religion  which  first  discovered 
to  man  that  even  natural  death  was  the  fruit  and  the 
wages  of  sin,  must  have  infinitely  increased  the  terrors  of 
death.  There  have  been  sages  who  have  held  life  to  be  a 
punishment,  but  to  deem  death  a  punishment,  could  not 
of  itself  have  occurred  to  the  brain  of  a  man  who  only 
used  his  reason,  without  revelation. 

From  this  point  of  view  it  would  presumably  be  our 
religion  which  has  banished  the  ancient  cheerful  image 
of  Death  out  of  the  domains  of  art.  Since  towever  this 
religion  did  not  wish  to  reveal  this  terrible  truth  to  drive 
us  to  despair ;  since  it  too  assures  us  that  the  death  of  the 

•»  Polymetis,  p.  262. 
VOL.  III.  Q 


226  LESSINGS  PBOSE  WOBKS. 

righteous  cannot  be  other  than  gentle  and  restoring ;  I  de 
not  see  what  should  prevent  our  artists  from  banishing 
the  terrible  skeletons,  and  again  taking  possession  of  that 
other  better  image.  Even  Scripture  speaks  of  an  angel  of 
Death ;  and  what  artist  would  not  ratiier  mould  an  angel 
than  a  skeleton  ? 

Only  misunderstood  religion  can  estrange  us  from 
beauty,  and  it  is  a  token  that  religion  is  true,  and  rightly 
understood,  if  it  everywhero  leads  us  back  to  the 
beautiful. 


DRAMATIC  NOTES. 

{HAMBURG  DRAMATURGY,) 

The  first  number  of  these  Dramatic  Notes  was  issued  May  1767 
immediately  after  the  opening  of  the  Hamburg  Theatre,  for  which 
Lessing  was  engaged  in  the  capacity  of  critic.  The  publication  was 
a  weekly  one,  but  it  accompanies  the  theatre  no  further  than  the 
first  fifty-two  performances ;  the  last  portion,  published  as  a  book,  was 
not  issued  until  Easter  1769.  The  work  is  here  translated,  with 
oecasioiial  abridgment,  for  the  first  time. 


PREFACE. 


■•o*- 


T  will  be  easily  guessed  that  the  new  management  of  the 
ocal  theatre  is  the  occasion  of  the  present  publication. 
.ta  object  is  to  respond  to  the  good  intentions  that  must 
)e  attributed  to  the  gentlemen  who  propose  to  under- 
ake  the  management.  They  have  themselves  amply 
ixplained  their  intentions,  and  the  better  portion  of  the 
)ublic,  both  within  and  without  our  city,  nave  given  to 
heir  utterances  the  approval  which  every  voluntary 
xertion  for  the  general  good  may  expect  to  meet  with  in 
»ur  day. 

It  is  true  that  people  are  always  and  everywhere  to  be 
bund  who,  judging  others  by  themselves,  see  nothing  but 
ddden  designs  in  every  good  undertaking.  This  form  of 
elf-consolation  might  gladly  be  permitted  to  them. 
)nly  when  the  assumed  hidden  designs  provoke  them 
gainst  the  object  itself,  when  their  malicious  envy  is 
>usy  undermining  this  object  in  order  to  frustrate  these 
ssumed  designs,  then  they  must  be  informed  that  they 
re  the  most  contemptible  members  of  human  society. 

Happy  the  spot  where  these  wretches  do  not  give  the 
one  to  society,  where  the  greater  mass  of  well-disposed 
itizens  keep  them  in  the  bounds  of  respect,  and  do  not 
uffer  that  the  better  portion  of  a  whole  community 
»ecome  the  prey  of  their  cabals,  that  patriotic  objects 
lecome  a  reproach  to  their  petty  sneering  wit  I 

May  Hamburg  be  so  happy  in  all  that  concerns  its 
realth  and  its  freedom :  for  it  deserves  to  be  thus 
lappy  I 


230  lessing's  fbose  wobks. 

When  ScUegel  made  suggestionB  for  the  improvexnieiit 
of  the  Danish  theatre  (a  German  poet  for  the  Danish 
theatre  I)— suggestions  that  may  long  form  a  subject  of 
reproach  to  Germany,  which  gave  him  no  opportunity 
of  making  them  for  the  improvement  of  her  own — this 
was  his  first  and  foremost  saying :  *'  The  care  of  working 
for  their  own  gain  and  loss  must  not  be  left  to  the  aotoxB 
themselves/'  But  the  best  managers  have  degraded  a 
free  art  to  the  level  of  a  trade  which  permits  its  master 
to  carry  on  the  business  as  negligently  and  selfishly  as  he 
likes  if  only  necessity  or  luxury  bring  him  customers. 

If  therefore  nothmg  further  has  been  attained  here 
than  that  an  association  of  friends  of  the  stage  have  laid 
their  hands  to  the  work  and  have  combined  to  work 
according  to  a  common  plan  for  the  public  good,  even 
then,  and  just  through  this,  much  would  have  been 
gained.  For  out  of  this  first  change,  even  with  only 
meagre  encouragement  from  the  public,  all  other  im- 
provements  needed  by  our  theatre  could  quickly  and 
easHy  spring. 

In  matters  of  expense  and  industry  assuredly  nothing 
will  be  economised ;  whether  taste  and  judgment  will  be 
wanting  only  time  can  teach.  And  is  it  not  in  the  hands 
of  the  public  to  improve  and  redress  whatever  it  may  here 
find  defective  ?  Only  let  it  come,  and  see  and  hear,  and 
examine  and  judge  I  Its  voice  shall  never  be  contemp- 
tuously ignored,  its  judgment  shall  always  be  reepect- 
fully  heard. 

Only  every  little  criticaster  must  not  deem  hiTnffAlf 
the  public,  and  he  whose  expectations  have  been  dis- 
appointed must  make  dear  to  himself  in  some  degree  of 
what  nature  his  expectations  have  been.  For  not  every, 
amateur  is  a  connoisseur.  Not  every  one  who  can  feel  the 
beauties  of  one  drama,  the  correct  play  of  one  actor,  can; 
on  that  account  estimate  the  value  of  £ul  others.  He  has 
no  taste  who  has  only  a  one-sided  taste ;  but  he  is  often' 
the  more  partisan.  True  taste  is  general;  it  Bpreadal 
over  beauties  of  every  kind,  and  does  not  expeot  more' 
enjoyment  or  delight  from  each  than  its  nature  oan! 
anord. 
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The  steps  are  many  that  a  growing  stage  must  traverse 
JDefore  it  attains  the  climax  of  perfection ;  but  a  corrupt 
stage  is  naturally  still  further  removed  from  this  height, 
and  I  greatly  fear  that  the  German  stage  is  more  the 
latter  than  the  former. 

Everything  consequently  cannot  be  done  at  once.  But 
what  we  do  not  see  growing  we  find  after  some  time  has 
grown.  The  slowest  person,  who  does  not  lose  sight  of 
his  goal,  will  always  outstrip  him  who  wanders  aim- 
lessly. 

This  "  Dramaturgic  "  is  to  form  a  critical  index  of  all 
the  plays  performed,  and  is  to  accompany  every  step  made 
here  either  by  the  art  of  the  poet  or  the  actor.  The 
choice  of  the  plays  is  no  trifle,  for  choice  presupposes 
quantity,  and  if  masterpieces  should  not  always  be 
performed  it  is  easy  to  perceive  where  the  fault  lies.  At 
the  same  time  it  is  well  that  the  mediocre  should  not 
pretend  to  be  more  than  it  is,  so  that  the  dissatisfied 
spectator  may  at  least  learn  to  judge  from  it.  It  is  only 
needful  to  explain  to  a  person  of  healthy  mind  the  reasons 
why  something  has  not  pleased  him  if  one  desires  to 
teach  him  good  taste.  Some  mediocre  plays  must  also 
be  retained  on  accoxm.t  of  their  containing  certain  excellent 
parts  in  which  this  or  that  actor  can  display  his  whole 
strength.  A  musical  composition  is  not  immediately 
rejected  because  its  libretto  is  miserable. 

The  great  discrimination  of  a  dramatic  critic  is  shown 
if  he  knows  how  to  distinguish  infallibly,  in  every  case  of 
satisfaction  or  dissatisfaction,  what  and  how  much  of  this 
is  to  be  placed  to  the  account  of  the  poet  or  the  actor. 
To  blame  the  actor  for  what  is  the  fault  of  the  poet 
is  to  injure  both.  The  actor  loses  heart,  and  the  poet 
is  made  self-confident. 

Above  all,  it  is  the  actor  who  may  in  this  particular 
demand  the  greatest  severity  and  impartiality.  The 
justification  of  the  poet  may  be  attempted  at  any  time ; 
his  work  remains,  and  can  be  always  brought  again  before 
our  eyes.  But  the  art  of  the  actor  is  transitory  in  its 
expression.  His  good  and  bad  pass  by  rapidly,  and  not 
seldom  the  passing  mood  of  the  spectator  is  more  account- 
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able  ihan  the  actor  ^for  thei  more  or  less  vivid  impression 
produced  upon  liim. 

A  beautiful  figure,  a  fascinating  mien,  a  speaking  eye, 
a  charming  gait,  a  sweet  intonation,  a  melodious  voice,  are 
things  that  cannot  be  expressed  in  words.  Still  they  are 
neither  the  only  nor  the  greatest  perfections  of  the  actor. 
Valuable  gifts  of  nature  are  very  necessary  to  his  calling, 
but  they  by  no  means  suffice  for  it.  He  must  everywhere 
think  with  the  poet;  he  must  even  think  for  him  in 
places  where  the  poet  has  shown  himself  human* 


DRAMATIC  NOTES* 


No.  1.— May  1,  1767. 

The  theatre  was  successfully  opened  on  the  22nd  of 
last  month  with  the  tragedy  *01indo  and  Sophronia.' 
'  Olindo  and  Sophronia '  is  the  work  of  a  young  poet,  and 
is  a  posthumous  incomplete  work.  Its  theme  is  the  well- 
known  episode  in  Tasso.  It  is  not  easy  to  convert  a 
touching  little  story  into  a  touching  drama.  True,  it  costs 
little  trouble  to  invent  new  compHcations  and  to  enlarge 
separate  emotions  into  scenes.  But  to  prevent  these  new 
oomplications  from  weakening  the  interest  or  interfering 
with  probability ;  to  transfer  oneself  from  the  point  of  view 
of  a  narrator  into  the  real  standpoint  of  each  personage ;  to 
let  passions  arise  before  the  eyes  of  the  spectator  in  lieu 
of  describing  them,  and  to  let  them  grow  up  without 
effort  in  such  illusory  continuity  that  he  must  sympathise, 
whether  he  will  or  no ;  this  it  is  which  is  needful,  and 
which  genius  does  without  knowing  it,  without  tediously 
explaining  it  to  itself,  and  which  mere  cleverness  endeavours 
in  vain  to  imitate. 

In  his  '  Olindo  and  Sophronia '  Tasso  appears  to  have 
had  Virgil's  '  Nisus  and  Euryalus '  before  his  eyes.  As 
Virgil  in  the  latter  has  depicted  the  strength  of  friendship, 
80  Tasso  in  the  former  wished  to  depict  the  strength  of  love. 
There  it  was  the  heroic  zeal  of  duty  that  gave  rise  to  the» 
test  of  friendship,  here  it  is  religion  that  gives  to  love 
the  opportunity  of  evincing  itself  in  all  its  power.  But 
religion,  which  Tasso  only  uses  as  a  means  by  which  lova 
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is  shown  efficient,  has  become  the  main  end  in  Cronegk^B 
treatment.  He  wished  to  glorify  the  triumph  of  the  one 
in  the  triumph  of  the  other.  Beyond  doubt  a  pious 
amendment — only  nothing  more  than  pious !  For  it  has 
misled  him  into  making  that  which  is  simple  and  natural, 
true  and  human,  in  Tasso  into  all  that  is  confused  and 
fabulous,  wonderful  and  transcendental  I 

In  Tasso  it  is  a  wizard,  a  fellow  who  is  neither  a 
Christian  nor  a  Mahommedan,  but  one  who  has  spun  toge- 
ther his  own  particular  superstition  out  of  both  religions, 
who  gives  Aladin  the  advice  to  bring  the  miraculous  imaee 
of  the  Yirgin  out  of  the  temple  into  the  mosque.  Why  did 
Cronegk  convert  this  wizard  into  a  Mahommedan  priest? 
If  this  priest  was  not  as  ignorant  of  his  reHgion  as  the 
poet  seems  to  be,  he  could  not  possibly  have  given  ibis 
advice.  It  tolerated  no  images  in  its  mosques.  Oronegk 
betrays  in  several  things  what  an  erroneous  idea  he  enters 
tains  of  the  Mahommedan  faith.  In  Tasso  the  image  of 
Mary  disappears  from  the  mosque  without  our  knowing 
precisely  whether  human  hands  have  removed  it  or 
whether  a  higher  power  has  been  in  play.  Oron^k 
makes  Olindo  the  perpetrator.  True  he  converts  l£e 
image  of  Mary  into  "  an  image  of  our  Lord  on  the  Oroas," 
but  an  image  is  an  image,  and  this  wretched  superstition 
makes  Olindo  very  contemptible.  It  is  impossible  to  be 
reconciled  to  him  after  he  could  venture  for  so  paltry  a 
deed  to  bring  his  nation  to  the  verge  of  destruction.  If  he 
does  afterwards  openly  confess  his  deed  it  is  nothing  but 
his  duty  and  no  magnanimity.  In  Tasso  it  is  only  love 
that  impels  him  to  this  step ;  he  will  save  Sophronia  or 
perish  with  her,  die,  only  tb  die  with  her.  If  one  ooudh 
cannot  unite  them,  let  it  be  one  scaffold ;  at  her  side,  bound 
to  the  same  stake,  destined  to  be  consumed  by  the  same 
fire,  he  is  only  sensible  of  the  happiness  of  such  sweet 
vicinity,  he  thinks  of  nothing  he  has  to  hope  for  beyond 
the  grave  or  wishes  for  nothmg  but  that  this  union  may 
be  yet  closer  and  more  intimate,  that  he  may  press  heart 
to  heart  and  that  he  may  give  forth  his  soul  upon  her 
lips. 

This  admirable  contrast  between  a  lovable,  oalm, 
entirely  transcendental  dreamer  and  a  hot  passionate  youth 
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is  utterly  lost  in  Cronegk's  version.  They  are  both  of  the 
chilliest  -oniformity,  both  have  their  heads  full  only  of 
martyrdom.  And  not  enough  that  he  and  she  wish  to 
die  foft  religion,  Evander  wishes  to  do  the  same  and  even 
Serene  is  not  ill  inclined. 

Here  I  vdsh  to  make  a  double  remark  which,  borne  in 
mind,  will  save  young  tragic  poets  from  committing  some 
ereat  faults.  K  heroic  sentiments  are  to  arouse  admiration, 
the  poet  must  not  be  too  lavish  of  them,  for  what  we  see 
often,  what  we  see  in  many  persons,  no  longer  excites 
astonishment.  Every  Christian  in '  Olindo  and  Sophronia ' 
holds  being  martyred  and  dying  as  easy  as  dnnking  a 
glass  of  water.  We  hear  these  pious  bravadoes  so  often 
and  out  of  so  many  mouths,  that  they  lose  all  their 
force. 

The  second  remark  concerns  Christian'  tragedies  in  par- 
ticular. Their  heroes  are  generally  martyrs.  Now  we 
live  in  an  age  when  the  voice  of  healthy  reason  resounds 
too  loudly  to  allow  every  fanatic  who  rushes  into  death 
wantonly,  without  need,  without  regard  for  all  his  citizen 
duties,  to  assume  to  himself  the  title  of  a  martyr.  We 
know  too  well  to-day  how  to  distinguish  the  false  martyr 
from  the  true,  but  despise  the  former  as  much  as  we  rever- 
ence the  latter,  and  at  most  they  extort  from  us  a  melan- 
choly tear  for  the  blindness  and  folly  of  which  we  see 
humanity  is  capable.  But  this  tear  is  none  of  those  pleasing 
ones  that  tragedy  should  evoke.  K  therefore  the  poet 
chooses  a  martyr  for  his  hero  let  him  be  careful  to  give  to 
his  actions  the  purest  and  most  incontrovertible  motives, 
let  him  place  him  in  an  unalterable  necessity  of  taking  the 
step  that  exposes  him  to  danger,  let  him  not  suffer  hiim  to 
seek  death  carelessly  or  insolently  challenge  it.  Else  his 
pious  hero  becomes  an  object  of  our  distaste,  and  even 
the  religion  that  he  seeks  to  honour  may  suffer  thereby. 
I  have  already  said  that  it  could  only  be  a  superstition 
that  led  Olindo  to  steal  the  image  from  the  mosque  as  con- 
temptible as  that  which  we  despise  in  the  wizard  Ismenor. 
It  does  not  excuse  the  poet  that  there  were  ages  when  such 
superstition  was  general  and  could  subsist  side  by  side 
with  many  excellent  qualities,  that  there  still  are  coun- 
tries where  it  would  be  nothing  strange  for  pious  igno- 
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ranee.  For  he  wrote  his  tragedy  as  little  for  those  ages  aa 
he  intended  that  it  should  be  performed  in  Bohemia  or 
Spain.  The  good  author,  be  he  of  whatever  species  lie  will, 
if  he  does  not  write  merely  to  show  his  wit  and  learning, 
has  ever  the  best  and  most  intelligent  of  his  time  and 
country  before  his  eyes  and  he  only  condescends  to  write 
what  pleases  and  can  touch  these.  Even  the  dramatio 
author,  if  he  lowers  himself  to  the  mob,  lowers  himself 
only  in  order  that  he  may  enlighten  and  improve  the  mass 
and  not  to  confirm  them  in  their  prejudices  or  in.  their 
ignoble  mode  of  thought. 

No.  2. 

Yet  another  remark,  also  bearing  on  Christian  tragedies 
might  be  made  about  the  conversion  of  Olorinda.  Con- 
vinced though  we  may  be  of  the  immediate  operations  of 
grace,  yet  they  can  please  us  little  on  the  stage,  where 
everything  that  has  to  do  with  the  character  of  the  per- 
sonages must  arise  from  natural  causes.  We  can  ^y 
tolerate  miracles  in  the  physical  world;  in  the  moral 
everything  must  retain  its  natural  course,  because  the 
theatre  is  to  be  the  school  of  the  moral  world.  The 
motives  for  every  resolve,  for  every  change  of  opinion  or 
even  thoughts,  must  be  carefully  balanced  against  each 
other  so  as  to  be  in  accordance  with  the  hypothetical 
character,  and  must  never  produce  more  than  they  could 
produce  in  accordance  with  strict  probability.  The  poet» 
by  beauty  of  details,  may  possess  the  art  of  deluding  us  to 
overlook  misproportions  of  this  kind,  but  he  only  deceives 
us  once,  and  as  soon  as  we  are  cool  again  we  take  back  the 
applause  he  has  lured  from  us.  Applying  these  remarks 
to  the  fourth  scene  of  the  third  act,  it  will  be  seen  that 
Sophronia's  speeches  and  acts  could  have  roused  pity  in 
plorinda,  but  were  much  too  impotent  to  work  conversion 
on  a  person  who  had  no  natural  disposition  to  enthusiasm* 
Tasso  also  makes  Clorinda  embrace  Christianity,  but  only 
in  her  last  hour,  only  after  she  has  recently  heard  that  her 
parents  were  also  inclined  to  this  faith,  subtle  weighty 
reasons  by  whose  means  the  operations  of  a  higher  power 
are,  as  it  were,  entwined  with  the  course  of  natural  events. 
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b  one  has  better  understood  how  far  this  point  may  bo 
irried  on  the  stage  than  Voltaire.  After  the  sensitive 
3ble  soxii  of  Zamor  has  been  shaken  to  its  depths  by 
cample  and  entreaties,  by  generosity  and  exhortation,  he 
lows  him  to  divine  rather  than  believe  in  the  truths  of 
religion  whose  adherents  evince  such  greatness.  And 
jrchance  Yoltaire  would  have  suppressed  even  this  sur- 
ise  if  it  had  not  been  needful  to  do  something  for  the 
icification  of  the  spectator. 

Even  Comeille's  *Polyeucte'  is  to  be  condemned  in 
ew  of  the  above  remarks,  and  since  the  plays  made  in 
litation  of  it  are  yet  more  faulty,  the  first  tragedy  that 
jserves  the  name  of  Christian  has  beyond  doubt  still  to 
)pear.  I  mean  a  play  in  which  the  Christian  interests 
I  solely  as  a  Christian.  But  is  such  a  piece  even  pos- 
ble  ?  Is  not  the  character  of  a  true  Christian  something 
lite  untheatrical  ?  Does  not  the  gentle  pensiveness,  the 
ichangeable  meekness  that  are  his  essential  features,  war 
ith  the  whole  business  of  tragedy  that  strives  to  purify 
kssions  by  passions?  Does  not  his  expectation  of  re- 
eirding  happiness  after  this  life  contradict  the  disin- 
restedness  with  which  we  wish  to  see  all  great  and  good 
tions  undertaken  and  carried  out  on  the  stage  ? 
Until  a  work  of  genius  arises  that  incontestably  decides 
ese  objections, — for  we  know  by  experience  what  diffi- 
Ities  genius  can  surmount, — my  advice  is  this,  to  leave 
I  existent  Christian  tragedies  unperformed.  This  advice, 
duced  from  the  necessities  of  art,  and  which  deprives 
of  nothing  more  than  very  mediocre  plays,  is  not  the 
3rse  because  it  comes  to  the  aid  of  weak  spirits  who  feel 
know  not  what  shrinking,  when  they  hear  sentiments 
oken  from  the  stage  that  they  had  only  expected  to  hear 
a  holier  place.  The  theatre  should  give  offence  to  no 
e,  be  he  who  he  may,  and  I  wish  it  would  and  could 
•viate  all  preconceived  offence. 

Cronegk  only  brought  his  play  to  the  end  of  the  fourth 
t.  .  The  rest  has  been  added  by  a  pen  in  Vienna :  a 
n — for  the  work  of  a  head  is  not  very  visible.  The 
jontinuator"  has,  to  all  appearance,  ended  the  story 
ite  otherwise  than  Cronegk  intended  to  end  it.  Death 
st  dissolves  all  perplexities,  therefore  he  despatches  both 
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Olindo  and  Sophronia.  Tasso  lets  them  both  escape,  finr 
Olorinda  interests  herself  for  them  with  noble  generosity. 
But  Cronegk  had  made  Clorinda  enamonred,  and  that 
being  the  case,  it  was  certainly  difficult  to  gness  how  he 
conld  have  decided  between  Irwo  rivals,  without  calling 
death  to  his  aid.  In  another  stiU  worse  Iragedy  where  one 
of  the  principal  characters  died  quite  casually,  a  spectator 
asked  his  neighbour,  "But  what  did  she  die  ofr' — ^"Of 
what  ?  Of  the  fifth  act,"  was  the  reply.  In  very  tmfk 
the  fifth  act  is  an  ugly  evil  disease  that  carries  off  many 
a  one  to  whom  the  first  four  acts  promised  a  longer  life. 

But  I  will  not  proceed  more  deeply  with  the  criticism 
of  the  play.  Mediocre  as  it  is,  it  was  excellently  peop- 
formed.  I  keep  silence  concerning  the  external  spleoidoiir, 
for  this  improvement  of  our  stage  requires  nothing  'but 
money.  The  art  whose  help  is  needful  to  this  end  is 
as  perfect  in  our  country  as  in  any  other,  only  artists 
wish  to  be  paid  as  well  as  in  any  other. 

We  must  rest  satisfied  with  the  performance  of  a  play  if 
among  four  or  five  persons  some  have  played  exoeUently 
and  the  others  well.  Whoever  is  so  offended  by  a  begiimer 
or  a  makeshift  in  the  subordinate  parts,  that  he  tams  up 
his  nose  at  the  whole,  let  him  travel  to  Utopia  and  there 
visit  the  perfect  theatre  where  even  the  candle-snuffer  is 
a  Garrick. 

•  •••••« 

Interspersed  moral  maxims  are  Gronegk's  strong  pomi. 
•  •  •  Unfortunately  he  often  tries  to  persuade  ub  thai 
ooloured  bits  of  glass  are  gems,  and  witty  anti^eses  oom- 
mon  sense.  Two  such  lines  in  the  first  act,  had  a  peooliar 
effect  upon  me. 
The  one : 

*'  Heaven  can  pardon,  but  a  priest  never.** 

The  other : 

•*  Who  thinks  ill  of  others  is  himself  a  scoundrel.''' 

I  was  taken  aback  to  see  a  general  movement  in  the 
parterre  and  to  hear  that  murmur  with  which  approval  is 
expressed  when  close  attention  does  not  permit  it  to  break 
out.   I  thought  on  the  one  hand:  Most  excellent !  they  love 
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oraliiy  here,  this  parterre  finds  pleasure  in  maxims,  on 
lis  stage  Euripides  could  have  earned  fame,  and  Socrates 
onld  gladly  have  visited  it.  But  on  the  other  I  noticed  as 
bII  how  fa}se,  how  perverted,  how  offensive  were  these 
resumed  maxims,  and  I  greatly  wished  that  disapproval 
id  had  its  share  in  this  murmur.  For  there  has  only  been 
16  Athens  and  there  will  ever  remain  but  one  Athens, 
here  even  the  mob  has  moral  feelings  so  fine  and  deHoate 
lat  actors  and  authors  run  the  risk  of  being  driven  from 
le  stage  on  account  of  impure  morality.  I  know  fall 
ell  that  the  sentiments  in  a  drama  must  be  in  aocord- 
loe  with  the  assumed  character  of  the  person  who  utters 
lem.  They  can  therefore  not  bear  the  stamp  of  absolute 
•uth,  it  is  enough  if  they  are  poetically  true,  if  we 
lUst  admit  that  this  character  under  these  circumstances, 
ith  these  passions  could  not  have  judged  otherwise, 
nt  on  the  other  hand  this  poetical  truth  miust  also 
>proach  to  the  absolute  and  the  poet  must  never  think  so 
iiphilosophically  as  to  assume  l3i9.t  a  man  could  desire 
m  for  evil's  sake,  that  a  man  coiQd  act  on  vicious  prin- 
plee,  knowing  them  to  be  vicious  and  boast  of  them  to 
imself  and  to  others.  Such  a  man  is  a  monster  as  fearful 
\  he  is  uninstructive  and  nothing  save  the  paltry  resource 
-  a  shaUow-head  that  can  deem  glittering  tirades  the 
Lghest  beauties  of  a  tragedy.  If  Ismenor  is  a  cruel  priest, 
yes  it  follow  that  all  priests  are  Ismenors  ?  It  is  useless 
►  reply  that  the  allusion  refers  to  priests  of  a  false  religion, 
o  religion  in  the  world  was  ever  so  false  that  its  teachers 
ust  necessarily  be  monsters.  Priests  have  worked  mis- 
lief  in  false  religion  as  well  as  in  true,  but  not  because 
ley  were  priests  but  because  they  were  villains  who 
ould  have  abused  the  privileges  of.  any  other  class  in  the 
rvice  of  their  evil  propensities. 

If  the  stage  enunciates  such  thougiitless  judgments  on 
iests,  what  wonder  if  among  these  are  found  some  foolish 
lough  to  decry  it  as  the  straight  road  to  hell  ? 
But  I  am  falling  back  into  the  criticism  of  the  play  and 
wanted  to  speak  of  the  aotonu 
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Has. 

Why  is  it  that  we  like  to  hear  the  commonest  maxim 
spoken  by  this  actor  (Herr  Eckhof)?  What  is  it  that 
another  miust  learn  from  him  if  we  are  to  find  him  equally 
entertaining  in  the  same  case  ?  All  maxims  must  come 
from  the  abundance  of  the  heart  with  which  the  moath 
overflows.  We  miust  appear  to  have  thought  of  them  ai 
little  as  we  intend  to  boast  of  them.  It  therefore  folloivB 
as  a  matter  of  course  that  all  the  moral  parts  must  1)e 
very  well  learnt  by  heart.  They  must  be  spoken  withont 
hesitation,  without  the  faintest  stammer,  in  an  tmbioken  I 
easy  flow  of  words,  so  that  they  may  not  app^r  a  trouble- 1 
some  imburdening  of  memory  but  spontaneoius  promptingB  I 
of  the  actual  condition.  It  must  also  follow  that  no  £Alie  | 
accentuation  lead  us  to  suspect  that  the  actor  is  chattering 
what  he  does  not  imderstand.  He  must  convince  us  by  a 
firm  assured  tone  of  voice  that  he  is  penetrated  by  the 
full  meaning  of  his  words. 

But  true  accentuation  can,  if  needful,  be  imparted  to  a 
parrot.  Yet  how  far  is  the  actor,  who  only  understands 
a  passage,  removed  from  him  who  also  feels  it  I  Wordfi 
whose  sense  we  have  once  grasped,  that  are  once  impressed 
upon  our  memories,  can  be  very  correctly  repeated  even 
when  the  soul  is  occupied  with  quite  other  matters ;  but 
then  no  feeling  is  possible.  The  soul  must  be  quite  present, 
must  bestow  its  attention  solely  and  only  on  its  words, 
and  then  only 

And  yet  even  then  the  actor  may  really  feel  very  much 
and  still  appear  to  have  no  feeling.  Feeling  is  altogether 
the  most  controverted  among  the  talents  of  an  actor.  It 
may  be  present  where  we  do  not  recognise  it,  and  we  can 
fancy  we  recognise  it  where  it  does  not  exist.  For  feeling 
is  something  internal  of  which  we  can  only  judge  by  its 
external  signs.  Now  it  is  possible  that  certain  outer 
things  in  the  build  of  a  body  do  not  permit  of  these 
tokens  or  else  weaken  them  and  make  them  dubious.  An 
actor  may  have  a  certain  cast  of  features,  certain  gestures, 
a  certain  intonation,  with  which  we  are  accustomed  to 
associate  quite  different  sentiments  from  those  which  he  is 
to  represent  and  express  at  that  moment.    If  this  is  the 
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case,  he  may  feel  ever  so  mucli,  we  do  not  belieye  him  for 
he  is  at  yanance  with  himself.  On  the  other  hand  another 
may  be  so  happily  formed,  may  possess  such  decisive 
features,  all  his  muscles  may  be  so  easily  and  quickly  at 
his  command,  he  may  have  power  over  such  delicate  and 
yaried  inflexions  of  voice ;  in  short  he  may  be  blessed  in 
such  a  high  degree  with  all  the  gifts  requisite  for  dramatic 
gesture,  that  he  may  appear  animated  with  the  most 
intense  feeling  when  he  is  playing  parts  that  he  does 
not  represent  originally  but  after  some  good  model,  and 
where  everything  that  he  says  and  does  is  nothing  but 
mechanical  imitation. 

Beyond  question,  this  man  for  all  his  indifference  and 
coldness  is  more  useful  to  the  theatre  than  the  other. 
"^hen  he  has  for  a  long  spell  done  nothing  but  copy 
others,  he  will  at  last  have  accumulated  a  number  of  little 
rules  according  to  which  he  begins  to  s^t  and  through  the 
observance  of  which  (in  consequence  of  the  law  that  the 
modifications  of  the  soul  that  induce  certain  changes  of  the 
body,  in  return  are  induced  by  these  bodily  changes)  he 
arrives  at  a  species  of  feeling  that  has  not,  it  is  true,  the 
duration  or  the  fire  of  that  which  arises  in  the  soul,  but  is 
yet  powerful  enough  in  the  moments  of  representation  to 
bring  about  some  of  the  involuntary  changes  of  body 
whose  existence  forms  almost  the  only  certain  clue  we 
have  as  to  the  presence  of  inner  feeling.  Such  an  actor  is 
to  represent  for  instance,  the  extremest  fury  of  anger.  1 
will  suppose  that  he  does  not  even  properly  understand 
his  part,  that  he  neither  comprehends  fully  the  reasons 
for  tiiis  anger  nor  ican  imagine  them  vividly  enough  in 
order  to  arouse  anger  in  his  soul.  And  yet  I  say  that  if 
he  has  only  learnt  the  very  commonest  expressions  of 
anger  from  an  actor  of  original  feeling  and  knows  how  to 
copy  him  faithfully — ^the  hasty  stride,  the  stamp  of  the 
foot,  the  voice  now  harsh,  now  smothered,  the  play  of  the 
eyebrows,  the  trembling  lip,  the  gnashing  teeth,  &c. — I 
say  that  if  he  only  imitates  well  these  things  that  can  be 
imitated,  his  acting  will  thus  infallibly  cast  on  his  mind 
a  dim  feeling  of  anger  that  will  react  on  his  body  and  will 
there  produce  such  changes  as  do  not  depend  solely  upon 
his  will.     His  face  will  glow,  his  eyes  will  sparkle,  his 

VOL.  III.  '^ 
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mmKileB  will  dilate ;  in  short  ho  'will  seem  to  be  trnly 
fiirioaB  without  being:  so,  without  eomprehending  in  ilhtf 
IjMUBiwhy  he  should  be  so. 

Erom  these  prindples  of  feeling  in  general  I  have  en^ 
deayoured  to  ascertain  what  external  tokens  aooompany 
those  feelings  with  which  moral  axioms  should  be  spoken, 
and  which  of  these  tokens  are  within  our.  command,  so 
that  every  actor,  whether  he  have  the  feeling  himself  or 
not,  may  represent  them.    I  think  they  are  the  following. 

Every  moral  maxim  is  a  general  axiom,  which  as  edm 
demands  a  degree  of  calm  reflexion  and  mental  compo- 
sure. It  must  therefore  be  spoken  with  tranquiUity  and 
a  certain  coldness. 

But  again,  this  general  axiom  is  also  the  result  of  im- 
pressions made  by  individual  circumstances  on  the  acting 
personages.  •  It  is  no  mere  symbolical  conclusion,  it  is  a 
generaltsed  sensation  and  as  such  it  reqidres  to  be  uttered 
with  a  certain  fire  and  enthusiasm. 

Consequently  with  enthusiasm  and  composure;  with 
coldness  and  fire  ? 

Not  otherwise;  with  a- compound  of  both,  in  whidh 
however,  according  to  the  conditions  of  the  situation,  mfw 
one  and  now  the  other,  predominates. 

If  the  situation  is  a  placid  one,  the  soul  must  desire  to 
gain  a  sort  of  elevation  by  the  moral  maxim;  it  must 
seem  to  make  general  observations  on  its  happiness  or  its 
duties,  in  such  a  manner  that  by  help  of  this  very  general* 
ising  it  may  enjoy  the  former  the  more  keenly  and  obserFS 
the  latter  the  more  willingly  and  bravely. 

If  on  the  other  hand  the  situation  is  turbulent,  the  soul 
must  appear  to  recall  itself  by  means  of  the  moral  axiom 
(under 'wMch  definition  I  comprehend  every  gemeral 
observation);  it  must*  seem  to  give  to  its  passions  the 
appeairanoe  of  reason  and  to  stormy  outbursts  the  locdt.of 
premeditated  resolves. 

The  former  requires  an  elevated  and  inspired  tone;  the 
latter  a  tempered  and-  solemn  one.  For  in  the  one  Teason 
must  fire  emotion,  while  in  the  other  emotion  must  be 
oooled  by  reason. 

Most  actors  •  exactly  reverse  this.  In  their  agitated 
scenes  they  bluster  out  the  general  observations  as  exoit- 
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edl^'fts-the  other  speeoheB,  and  in  the  qxtiet'sc^mes  repeat 
them  jiiBt^as'oalmly^a^  the  rest.  It  therefore  follows  that 
moral  maxims  are  not  distinguisJiBd  either  in  the  one  or 
the  other,  and  this  is  the  cause  why  we  find  them  either 
nnnattiral  or  stupid  and  cljilly.  These  actors  have  never 
reflected  that  embroidery  must  contrast  with  its  ground, 
and  that  to  embroider  gold  on  gold  is  wretched  taste. 

Finally  they  spoil  everything  by  their  gestures.  "They 
neither  know  whether  they  should  make  any  nor  of  what 
kind.  They  usually  make  too  many  and  too  insignificant 
ones.  When  in  an  agitated  scene  the  soul  suddenly  seems 
to  collect  itself  to  cast  a  reflective  glance  upon  itself  or 
that  which  surrounds  it,  it  is  natural  that  it  should  com- 
mand all  the  movements  of  the  body  that  depend  upon  its 
will.  Not  only  the  voice  grows  more  composed,  the  limbs 
also  flill  into  a  condition  of  rest,  to  express  the  inner  rest 
without  which  the  eye  of  reason  cannot  well  look  about 
it.  The  unquiet  foot  treads  more  firmly,  the  cmns  sink, 
the  whole  body  draws  itself  up  into  a  horizontal  position ; 
a  pause — ^and  then  the  reflexion.  The  man  stands  there 
in  Bblemn  silence  as  if  he  would  not  disturb  himself  from 
hearing  himself.  The  reflexion  is  ^ided — again  a  pause— 
and  then,  according  to  whether  the  reflexion  -was  intended 
to  subdue:  his  passions  or  to  inflame  them,*  he«  suddenly 
biUBts  forth  again  or  gradually  resumes  the  play  of  his 
Kmbs.  Only  the  face  during  the  reflexion  still  >  retains 
the  traces  of  agitation;  mien  and' eye  are  still  on  fire 
aiid  moved,  for  mien  and  eye  are  not  so  quickly  within 
our  ootitrol  as  foot  and  hand.  In  this  therefore,  in  these 
expressive  looks,  in  this  fiery  eye,  and  in  the  composure 
of  the  rest  of  the  body,  consists  the  mixture  of  fire  and 
calm  with  which  I  believe  that  moral  reflexions  should  be 
spoken  in  passionate  situations. 

And  with  this  same  mixture  they  should  be  spoken  in 
quiet  situations ;  only  with  the  difference  that  the  part  of 
tiie  action  which  is  fiery  in  the  former,  is  here  calm ;  and 
that  which  is  calm  here  must  be  fiery  there.  For  instance, 
when  the  soul  has  nothing  but  gentle  sensatipns,  and  en- 
deavours to  give  to  these  gentle  sensations  a  higher  degree 
of  vivacity,  the  limbs  that  are  under  control  will  be 
brought  into  play,  the  hands  will  be  in  full  movement, 
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only  the  expression  of  the  face  cannot  follow  so  qiiiokly 
and  in  mien  and  eye  the  quiet  will  yet  reign  out  of  whidk 
the  rest  of  the  body  is  trying  to  work  itself. 

No.  4. 

But  of  what  kind  are  the  movements  of  the  hand,  with 
which  in  quiet  situations,  maxims  should  be  spoken  ? 

We  know  very  little  concerning  the  Ghironomia  of  the 
ancients,  that  is  to  say,  the  nature  of  the  rules  prescribed 
by  the  ancients  in  the  luse  of  the  hands.  We  know  this, 
that  they  carried  gestures  to  a  perfection  of  which  we  can 
scarcely  form  an  idea  from  what  our  orators  can  compass 
in  this  respect.  Of  this  whole  language  we  seem  to  have 
retained  nothing  but  an  inarticulate  cry,  nothing  but  the 
power  to  make  movements  without  knowing  how  to  give 
these  movements  an  accurately  determined  meaning  and 
how  to  connect  them  together  so  that  they  may  be  capable 
of  conveying  not  only  one  idea,  but  one  connected 
meaning. 

I  am  quite  aware  that  among  the  ancients  the  panto- 
mimist  must  not  be  confounded  with  the  actor.  The 
hands  of  the  actor  were  by  no  means  as  talkative  as  those 
of  the  pantomimist.  In  the  one  case  they  supplied  the 
place  of  speech,  while  in  the  other  they  were  only  to  lend 
emphasis,  and  as  natural  signs  of  things  to  lend  life  and 
truth  to  the  preconcerted  signs  of  the  voice.  In  panto- 
mimes the  movements  of  the  hands  were  not  merely 
natural  signs,  many  of  them  had  a  conventional  meaning 
and  from  these  the  actor  had  to  refrain  completely.  He 
therefore  used  his  hands  less  than  the  pantomimist,  but 
as  little  in  vain  as  he.  He  did  not  move  his  hand  if  he 
could  not  mean  something  thereby  or  emphasise  some- 
thing. He  knew  nothing  of  those  indiflferent  movements 
through  whose  constant  monotonous  use  a  large  portion 
of  actors,  especially  women,  give  to  themselves  the  appear- 
ance of  mere  marionettes.  Now  the  right  hand,  now  the 
left,  now  a  swing  from  the  body,  now  agitating  the  air 
with  both  hands  is  what  they  call  action,  and  whoever 
can  practise  it  with  a  certain  ballet-master's  grace  deems 
that  he  can  fascinate  us. 
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I  know  well  that  even  Hogarth  advises  actors  to  learn 
how  to  move  their  hands  in  beautiful  undulatory  lines, 
but  in  all  directions  with  all  the  possible  variations  of 
which  these  lines  are  capable  in  consideration  of  their 
sweep,  size  and  duration.  And  finally  he  only  advises 
it  as  an  exercise  to  make  them  supple  in  movement,  to 
make  the  movements  of  grace  familiar  to  the  arms,  but 
not  in  the  belief  that  acting  itself  consists  in  noticing 
more  than  in  always  describing  such  beautiful  lines  in 
the  same  direction. 

Away  therefore  with  these  insignificant  portehraa  ;  espe- 
cially away  with  them  in  reflective  scenes.  Grace  in  the 
wrong  place  is  affectation  and  grimace,  and  the  very  same 
grace  too  often  repeated,  becomes  at  last  cold  and  then 
repulsive.  I  seem  to  see  a  schoolboy  say  his  task  when 
the  actor  tenders  to  me  moral  reflexions  with  the  same 
movements  with  which  a  hand  is  given  in  the  minuet,  or 
as  if  he  spun  them  down  from  a  spindle. 

Every  movement  made  by  the  hand  in  such  passages 
should  be  significant.  It  is  possible  often  to  be  pictur- 
esque if  only  the  pantomimic  be  avoided.  Perhaps 
another  time  I  may  find  an  occasion  to  explain  by  exam- 
ples these  various  gradations  from  significant  to  pictur- 
esque and  from  picturesque  to  pantomimic  gestures.  Just 
now  it  would  lead  me  too  far  and  I  will  only  remark  that 
among  significant  gestures  there  is  one  kind  that  the 
actor  must  note  above  all  and  with  which  alone  he  can 
impart  to  the  moral  life  and  light.  These  are  in  one 
word  the  individual  gestures.  The  moral  is  a  general 
axiom  extracted  from  the  particular  circumstances  of  the 
acting  personages ;  by  means  of  its  generality  it  becomes 
foreign  to  the  action,  it  becomes  a  digression  whose  con- 
nexion with  the  actual  present  is  not  comprehended  or 
noticed  by  the  less  observant  or  less  acute  spectators.  If 
consequently  a  means  exists  to  make  this  connexion  evi- 
dent, to  bring  back  the  symbolical  of  the  moral  to  the 
visible,  and  if  this  means  lies  in  certain  gestures,  the  actor 
must  on  no  account  omit  making  them. 
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If  Shakespeare  was  not  as  great  an  aofcor  as  lie  waff  a 
dramatist,  at  least  lie  knew  as  weU  what  was  needed  &r 
the  art  of  the  one -as  the  other.  Yes,  perhaps  he  even 
pondered  more  abont  the  former  because  he  had  the  Ifisi 
genius  for  it.  Certainly  every  word  that  he  pnts-into 
Hamlet's  month  when  addressing  the  players  should,  be  a 
golden  rule  for  all  actors  who  care  for  sensible  aj^proI)a- 
tion,  "  I  pray  you,"  he  says  among  other  things,  "  speak 
the  speech  as  I  prononnced  it  to  you,  trippingly  cm  the 
tongue :  but  if  you  mouth  it,  as  many  of  your  playeni'do^ 
I  had  as  lief  the  town  crier  had  spoke  my  lines.  Nor-do 
not  saw  the  air  too  much  with  your  hand,  thus :  but  /Bse 
all  gently;  for  in  the  very  torrent,  tempest,  and  (as  I 
may  say)  the  whirlwind  of  passion,  you  must  acquire-  and 
beget  a  temperance  that  may  give  it  smoothness." 

The  fire  of  the  actor  is  often  mentioned,  discussionB  aie 
common  as  to  whether  the  actor  can  show  too  much  ani- 
mation. If  those  who  maintain  this  cite  as  an  instance 
that  an  actor  may  be  passionate  or  at  least  more  passionate 
than  circumstances  require;  then  those  who  deny  it 
have  a  right  to  say  that  in  such  cases  the  actor  has  not 
shown  too  much  animation,  but  too  little  intelligeaoe. 
Altogether  it  depends  greatly|what  we  understand  under 
the  word  fire.  If  screams  and  contortions  are  fire  then  it  is 
incontestable  that  the  actor  can  carry  these  too  far.  But 
if  fire  consists  in  the  rapidity  and  vivacity  with  which 
all  those  parts  that  make  the  actor,  bring  their  pro? 
perties  to  bear,  to  give  to  his  acting  the  semblance  of  truth, 
then  we  should  not  desire  to  see  this  semblance  of  truth 
carried  to  the  extremest  illusion,  if  we  deemed  it  possible 
that  the  actor  could  apply  too  much  fire  in  this  sense. 
It  can  therefore  not  be  this  fire  the  moderation  of  which 
Shakespeare  requires  even  in  the  torrent,  tempest,  and 
whirlwind  of  passion.  He  can  only  mean  that  violence 
of  voice  and  movement;  and  it  is  easy  to  discover  why, 
where  the  poet  has  not  observed  the  least  moderation, 
the  actor  must  yet  moderate  himself  in  both  points. 
There  are  few  voices  that  do  not  become  displeasmg  at 
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their,  utmost  pitch,  and  movem^xta  that  are  •  too  rapid^  too 
agitated  will  rarely  be  dignified.  Naw  our  eyes  and  our 
ears  are  not  to  be  offended,  and  only  when  everything  is 
avoided  in  the.  expression  of  violent  passicxn  that  .can  he 
unpleasant  to  these,  can  acting  possess  that  smoothness 
and  jpolish  which  Hamlet  demands  from  it  even  under 
thejEie^oircumstances,  if  it  is  to  makie  the  deepest  impresr 
skm  and  40*  rouse  the-  conscience  of  stiffnecked  sinners  out 
of  its  sleep. 

The  art  of  the  actor  here  stands  midway  between  the 
plastic  arts  and  poetry.  As  visible  painting  beauty  must 
be  dtp  highest  law,  but  as  transitory  painting  it  need  not 
alwajB-give  to  its  postures  the  oaluL  dignity  that  makes 
aacieiit  sculpture  so  imposing.  It  may,at  must  at  times 
permit,  to  itself  the  wildness  of  a  Tempesta,  tha  insolence 
of  a-Bemixd;  and  they  have  in  this  art  all  that  which  is 
expremv^  and  peculiar  without  the  offensive  element 
that  arises  in  the  plastic  arts  through  their  permanent 
postnre.  Only  it  must  not  remain  in  them  too  long,  it 
must  pr^[>are  for  them  gradually -by  previous  movements, 
and  ^miisi  resolve  them  again  into  the  general  tone  of  the 
oooaTentios^.  Neither  must  it  ever  give  to  them  all  the 
straagth  whidx  the  poet  may  use  in  hiS' treatment.  Eor 
though  the  art  is  (^ent  poetry,  yet  it  desires  to  make 
itself  comprehended  immediately  to  our  eyes,  and  every 
B&aae  must  be  gratified  if  it  is  to  convey  unfalsified  the 
prmer  impressions  to  the  soul. 

K  mi&cht  easily  come  about  that  the  moderation  de- 
Bittnded  by  art,  even  in  the  extremeB  of  passion,  does  not 
oonsort  well  with  applause.  But  what  applause?  It  is 
tr«©  the  gallery  greatly  loves  the  noisy  and  boisterous, 
and  it  will  rarely  omit  to  repay  a  good  lung  with  loud 
haiid-clappings.  The  German  parterre  also  shares  this 
taste  in  part;  and  there  are  actors  cunning  enough  to 
derive  advantage  from  this  taste.  The  most  sleepy  actor 
will  rouse  himself  towards  the  end  of  the  scene,  when  he 
is  to  make  his  exit,  raise  his  voice  and  overload  the  action, 
without  reflecting  whether  the  sense  of  his  speech  requires 
this  extra  exertion.  Not  seldom  it  even  contradict  the 
mood  in  which  he  should  depart ;  but  what  matters  that 
to  him  ?  Enough  that  he  has  thus  reminded  the  parterre  to 
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look  at  him,  and,  if  it  will  be  bo  good,  to  applaud  after  Urn* 
They  should  hiss  after  him!    But,  alas  I  the  speotaton 
are  partly  not  oonnoisseurs,  and  in  part  too  sood-natuxed, 
and  ti^ey  take  the  desire  to  please  them  for  me  deed. 
•  •  •  •  • 

[No.   6    consists    mainly   of  a  Prologue  and  Epilogue 
spoken  on  the  first  night.    They  were  not  written 

by  Lessing.] 

No.  7. 

The  Prologue  shows  us  the  drama  in  its  highest 
dignity,  inasmuch  as  it  regards  it  as  supplementary  to 
the  laws.  There  are  matters  in  the  moral  conduct  of  men 
which,  in  regard  to  their  immediate  influence  upon  the 
well-being  of  society,  are  too  insignificant  and  in  them- 
selves too  changeable  to  be  worth  while  placing  under  the 
protection  of  the  law.  There  are  others  again,  against 
which  the  whole  force  of  legislation  falls  powerless. 
They  are  too  incomprehensible  in  their  mainsprings,  too 
abnormal  in  themselves,  and  too  unfathomable  in  their 
consequences,  so  that  they  either  escape  totally  from  the 
penalty  of  the  law,  or  cannot  possibly  be  punished  accord- 
ing to  their  due.  I  do  not  attempt  to  restrict  comedy  to 
the  former  as  a  species  of  the  ludicrous ;  or  tragedy  to 
the  latter,  as  extraordinary  manifestations  in  the  domain 
of  morals  that  astonish  our  reason  and  rouse  tumult  in 
our  breast.  Genius  laughs  away  all  the  boundary  lines 
of  criticism.  Only  so  much  is  indisputable,  that  drama 
chooses  its  themes  this  side  or  beyond  the  frontiers  of 
law,  and  only  touches  its  objects  in  so  far  as  they  either 
lose  themselves  in  the  absurd,  or  extend  to  the  horrible. 

The  Epilogue  dwells  upon  one  of  the  chief  lessons  that 
a  great  part  of  the  fable  and  character  of  the  tragedy  was 
to  teach.  True  it  was  rather  rash  of  Herr  von  Cronegk  to 
preach  toleration  in  a  play  whose  subject  was  taken  jBx)m 
the  unhappy  time  of  the  Cnisades,  and  to  endeavour  to 
show  the  enormity  of  a  spirit  of  persecution  as  practised 
by  the  adherents  of  Mahommedanism.  For  these  Crusades 
themselves,  at  the  outset  a  political  subterfuge  of  the  popes, 
proved  one  of  the  most  inhuman  of  persecutions  of  which 


No.  7 J  DRAMATIC  NOTES.  249 

Gkristian  superstition  has  been  guilty.  True  religion 
possessed  the  greatest  number  of  bloodthirsty  Ismenors. 
The  punishment  of  an  individual  who  had  robbed  a 
mosque,  could  that  be  placed  in  opposition  to  the  unholy 
madness  that  depopulated  orthodox  Europe  to  lay  waste 
heterodox  Asia?  But  what  the  tragedian  has  brought 
into  his  work  clumsily,  the  author  of  the  Epilogue  may 
very  well  take  up.  Humanity  and  charity  deserve  to 
be  commended  on  every  occasion,  and  no  inducement 
thereto  can  be  so  far-fetched  but  that  our  heart  finds  it 

most  natural  and  imperative • 

A  passage  in  the  Epilogue  was  open  to  a  misconstruction 
from  which  it  deserves  to  be  rescued.     The  poet  says : — 

"  Bedenkt  dass  unter  uns  die  Kunst  nur  kaum  beginnt, 
In  welcher  tausend  Quins  fur  einen  Garrick  sind."^ 

« 

To  this  I  have  heard  it  replied  that  Quin  was  no  bad  actor. 
No,  that  he  certainly  was  not.  He  was  Thomson's  especial 
Mend,  and  the  friendship  that  united  a  poet  like  Thomson 
with  an  actor  must  awaken  in  posterity  a  prejudice  in 
favour  of  his  powers.  Besides,  Quin  has  more  claims 
than  this  mere  prejudice.  It  is  known  that  he  acted 
with  great  dignity  in  tragedy,  that  he  was  especially  dis- 
tinguished for  the  manner  in  which  he  did  justice  to 
Milton's  sublime  language,  and  that  in  comedy  he  brought 
the  role  of  FalstafF  to  the  greatest  perfection.  Still  all 
this  does  not  make  him  a  Garrick,  and  the  misconstruction 
of  the  passage  consists  in  the  assumption  that  the  poet 
meant  to  oppose  to  this  universal  and  extraordinary  actor 
one  who  was  bad,  and  was  universally  recognised  as  bad. 
Quin  was  meant  to  represent  one  of  the  usual  type  as 
they  are  to  be  found  every  day,  a  man  who  does  his  work 
so  well  that  we  are  content  with  him,  a  man  who  may 
even  play  this  or  that  part  excellently  when  it  happens 
that  his  figure,  his  voice,  and  his  character  come  to  his 
aid  therein.  Such  a  man  is  very  useful,  and  may  truth- 
fully be  called  a  good  actor.  But  how  much  he  still  lacks 
before  he  can  be  the  Proteus  of  his  art  which  unanimous 

>  **  Consider  that  our  art  is  only  in  its  infancy,  and  that  we  have  a 
thousand  Quins  for  one  Garrick.'' 
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ramoiur  lias  long  voted  Gkimck  to  be  I  No  doubt '8u< 
Quin  played  the  King  in  ^  Hamlet '  .wlieni  Toxol  Jones 
Partridge  went  to  the  playhouse  together,  and  f 
Partridges  exigt  in  shoals  who  da  not;  hesitate,  fc 
moment  to  prefer  him  far  beyond  a Garrick.,:  "  Whe 
they  cry ;  "  Garrick,  the  best  player  who  was  ever  on 
Stage  I  Why,  he  did  not  seem  frightened  at  the-  gl 
but  he  really  was  frightened.  What  kind  of  an  az 
that  to  be  frightened  by  a  ghost?  Why  I  could  ac 
well  myself.  Most  surely  if  I  had  seen  a  ghost  I  sh( 
have  looked  in  the  very  same  manner,  and  done  just  a 
did.  Now  the  actor,  the  king,  looked  .as  if  he. 
touched,  but  like  a  good  actor  ha  took  all. pains  to  ] 
it.  Then  he  spoke  all  his  words  distinctly,  half  as  ] 
again  as  the  other  little  man  about  whom  you  make  «i 
to  do." 

In  England  every  new  play  has  its  prologue 
epilogue  composed  either  by  the  author  himself  or  I 
friend.  They  do  not,  however,  employ  it  for  the  pur| 
for  which  the  ancients  used  the  prologue,  namely 
inform  the  spectators  of  varioius  matters  that  would  1 
them  to  a  more  rapid  comprehension  of  the  main  poini 
the  play.  But  it  nevertheless  is  not  without  its  use.  ' 
English  know  how  to  say  many  things  in  it  that  serv 
dispose  the  spectators  in  favour  of  the  poet  or  of  his  i 
jeot,  and  that  obviate  unfavourable  criticisms  both  of ! 
and  of  the  actors.  Still  less  do  they  employ*the  epilo 
as  Plaiitus  sometimes  employed  it,  to  tell  the  comp 
solution  of  the  play  for  which  the  fifth  act  had  not  sp 
They  use  it  as  a  kind  of  moral  application,  full  of  g 
maxims  and  pretty  remarks  on  the  morals  portrayed, 
on  the  art  wherewith  they  have  been  rendered,  and 
this  is  written  in  a  droll,  humorous  tone.  Nor  do  t 
alter  this  tone  willingly  even  in  the  case  of  tragedies 
that  it  is  nothing  unusual  that  satire  causes  loud  laug] 
to  resound  after  the  most  piteous  or  murderous  dra 
and  that  wit  becomes  so  wanton  that  it  would  seem  t< 
express  design  that  every  good  impression  should 
turned  into  an  object  of  ridicule.  It  is  notorious  1 
Thomson  Inveighed  against  this  fool's  rattle  that 
thus  jingled  after  Melpomene.    If,  therefore,  I  wish  1 
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ir  new  origiiul  plays  (should ! not  be  broo/glxt' before  the 
xbiic  without  introdttction  or  tecommendationt  it'foUaws 
r  oouiraethat  .-in  the  eageof  ttagedieB>tIdLOu]d  wiahcfiho 
tne  of  the  epildgae  to  borincxpe  suited,  to  our.  Gemaaa 
ravity.  Aftkr^  a  comedy  it  ^may  be  a8.!burle6que.  as.iit 
bes.  In  England  it  is  Dryden  who  has  written  master^ 
eoes  of  this  kind,  and  they  axe  still  read.  with= the  greatest 
easure,  although  many  of  the  plays  foviwhich  they  .were 
ritten  have  long  been  wiiollyiforgottesu    •    «    • 

No.  8. 

.  .  .  Gn  the  third  evening  *  Melanide '  was  per- 
rmed.  This  play  by  Nivelle  de  la  Chaussee  is  well 
lownj  It.is  ofithe  pathetic  genus  to  which  the  name 
rmoyaM  has  been  given  in  ridicule.  .  .  . 
The  translation  was  not  bad ;  ifc  was  indeed  far  better 
lan  an  Italian  one  contained  in  the'  second  volume  of  the 
heatrical  Library  of  Diodati.  -I  must  admit  for  the 
onfbrt  of  the  great  mass  of  our  translators  that  their 
alian  colleagues  are  usually  more  pitiable  than  they 
te. '  Still  to  transofibe  good  verses  into  good  prose  needi» 
omething  more  than  exactitude,  or,  I  would  rather  say, 
imetibing  else^  A  too  faithful  rendering  makes  a  trans- 
tion  stiff,  because  it  is  impossible  that  all  which  is 
itnral  in  one  language  shoilld  be  so  also  in  the  other, 
at  a  translation  from  verse  becomes  at  once  watery  and 
ooked.  For  where  is  the  happy  versifier  whom  a 
'ilabic  measure,  a  rhyme  has  not  forced  into  saying  here 
id  there  something  a  little  stronger  or  weaker  than  he 
ould  have  said  if  free  from  this  restraint?  Now  when 
le  translator  does  not  know  how  to  distinguish  this,  if  he 
IS  notgood  taste  and  courage  enough  to  omit  a  digressio  n, 
I  substitute  the  real  meaning  for  a  metaphor,  or  supply  or 
include  an  ellipsis,  he  will  give  us  all  the  careless  fault 
'  the  original,  while  depriving  it  of  the  excuses  that 
dsted  for  the  originalin  the  difficulties  of  symmetry  or 
.  the  euphony  demanded  by  its  language. 
The  part  of  Melanide  was  played  by  an  excellent  actress 
,  .  .  .  Her  declamation  was  accentuated  correctly  but 
)t  obtrusively.    The  totil  want  of  marked  accentuation 
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gives  rise  to  monotony ;  but  without  being  able  to  accuse 
her  of  this,  she  knows  bow  to  come  to  the  aid  of  its  rare 
employment  by  another  subtle  trait  of  which,  alas  1  mosi 
actors  know  little  or  nothing.  I  will  explain  myself 
People  know  what  is  meant  by  movement  in  music ;  nol 
the  time  but  the  degrees  of  slowness  or  quickness  in  whicb 
the  time  is  played.  This  movement  is  imiform  through- 
out the  whole  piece.  The  same  degree  of  quickness  ii 
which  the  first  bars  are  played  miust  be  sustained  to  the 
last.  This  uniformity  is  needful  in  miusic,  because  one 
piece  can  only  express  the  same  kind  of  thing,  and  with- 
out this  uniformity  there  can  be  no  combination  of  dififereni 
instruments  and  voices.  In  declamation,  on  the  othei 
hand,  it  is  very  different.  Eegarding  a  period  of  man^ 
.phrases  as  one  musical  piece,  and  regarding  the  phrases  ai 
the  bars,  yet  these  phrases,  even  if  they  were  of  the  same 
length  and  consisted  of  the  same  number  of  syllables  oi 
the  same  time  quantity,  they  ought  never  to  be  spoken 
with  the  same  degree  of  rapidity.  For  as  they  cannot  be 
of  equal  value  and  importance  either  in  reference  to  dear 
ness  and  expression,  or  in  reference  to  the  main  idea  d 
the  period,  it  follows  that  the  voice  should  enunciate  the 
least  important  quickly,  and  skim  them  lightly  and  care- 
lessly, and  should  rest  on  the  more  important  ones  in 
marked  detail,  giving  to  every  word  and  every  letter  its 
full  value.  The  degrees  of  these  differences  are  infinite, 
and  although  they  cannot  be  marked  out  and  measured  by 
artificial  divisions  of  time,  yet  they  are  distinguished  by 
the  most  uncultivated  ear  and  are  observed  by  the  most 
uncultivated  tongue  when  speech  comes  from  a  full  heart 
and  not  merely  from  a  ready  memory.  The  effect  pro- 
duced by  this  constant  change  is  incredible,  and  if  besides 
this  all  changes  of  voice  are  taken  into  account,  not  only 
with  regard  to  pitch  and  strength  but  also  with  regard  to 
its  various  tones  of  sweetness,  roughness,  harshness,  mel- 
lowness, used  in  their  proper  places,  then  that  natural 
music  arises  to  which  every  heart  is  sure  to  respond 
because  we  feel  that  it  issues  from  the  heart,  and  that  art 
has  only  part  in  it  in  so  far  as  art  is  nature.  And  I  say 
that  in  this  music  the  actress  of  whom  I  speak  is  excellent, 
and  no  one  can  be  compared  to  her  but  Herr  Eckhof,  who 
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by  Buperadding  a  more  marked  accent  to  certain  words, 
which  she  regards  less,  is  able  to  give  to  his  declamation 
a  higher  degree  of  perfection.     .     .     . 

On  the  fourth  evening  a  new  German  original  play  was 
performed,  called  'Jnlia,  or  the  Conflict  between  Love 
and  Duty.'  Herr  Heufeld  of  Vienna  is  the  author.  He 
tells  us  that  two  plays  of  his  have  already  met  with  the 
approval  of  the  Viennese  audience.  I  do  not  know  them, 
but  to  judge  by  this  one,  they  cannot  be  wholly  bad. 

The  main  points  of  the  fable  and  a  greater  part  of  the 
lituations  are  borrowed  from  Eousseau's  'Nouvelle  Heloise.' 
I  wish  that  Herr  Heufeld,  before  setting  to  work,  had 
read  and  studied  the  criticism  of  this  novel  in  the  '  Letters 
concerning  Contemporary  Literature.'^  He  would  have 
worked  with  a  more  just  comprehension  of  the  beauties  of 
the  original,  and  would  perhaps  have  been  more  felicitous 
in  various  points. 

!S^om  the  point  of  view  of  invention,  the  worth  of  the 
*  Nouvelle  Heloise'  is  very  slight,  and  the  best  parts  in  it  are 
by  no  means  adapted  to  dramatic  purposes.  I'he  situations 
are  commonplace  or  unnatural,  and  the  few  good  ones  so 
far  apart,  that  they  cannot  be  constrained  into  the 
narrow  limits  of  a  drama  of  three  acts  without  violence 
It  was  impossible  that  the  stury  should  end  on  the  stage 
as  it  does  not  end,  but  rather  loses  itself  in  the  novel. 
The  lover  of  Julia  had  to  be  happy  here,  and  Herr  Heu- 
feld lets  him  be  happy.  He  gets  his  pupil.  But  has  Herr 
Heufeld  considered  that  his  Julia  is  now  no  more  the 
Julia  of  Eousseau?  But  Julia  of  Eousseau  or  no,  who 
cares,  if  only  she  be  a  person  who  interests?  But  just 
that  she  is  not,  she  is  nothing  but  a  little  enamoured  fool, 
who  at  times  chatters  prettily  enough  whenever  Herr 
Heufeld  remembers  a  fine  passage  in  Eousseau.  "  Julia," 
Bay  the  critics  whom  I  have  before  named,  "  plays  a  two- 
fold role  in  the  story.  At  first  she  is  a  weak  and  even  a 
seductive  maiden,  then  at  last  she  becomes  a  woman  who 
surpasses  all  ever  dreamt  of  as  a  model  of  virtue."     This 

'  A  periodical  publication  written  in  great  part  by  Lessing,  but  the 
letters  to  which  he  here  refers  are  from  the  pen  of  his  friend,  the 
(^ilosopher  Moses  Mendelssohn.    (Tb.) 
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last  she  becomes  tbrongli  her  obedience,  throii^li  theisaoR* 
fice  of  her  love,  through  the  mastery  she-  gains  orer  hflr 
heart.  But  if  nothing  is  Been  or  heard  of  all  this  in  tiie 
play,  what  remains  of  her  but  as  I  said  a  weak  sednotiTe 
maiden  who  has  wisdom  and  virtue  on  her  tongue  and 
foolishness  in  her  heart? 

Herr  Heufeld  has  changed  the  name  St.  Freux  into  Si^ 
mund.  The  name  Siegmund  saYOurs  of  the  footmaiat 
I  wish  that  our  dramatic  poets  would  be  a  little  mm 
choice  even  in  such  details,  and  more  attentive  to  the  iant^ 
of  good  society.  St.  Freux  is  an  insipid  personage  alreadj 
in  Eousseau.  "  They  all  call  him  the  philosopher,"  sayi 
the  above-named  critic.  The  philosopher !  And  w^hati  I 
should  like  to  know,  has  this  young  man  done  or  said  is 
the  whole  story  that  earns  him  this  name?  In  my  ejv 
he  is  the  most  absurd  creature  in  the  world,  who  exalti 
wisdom  and  reason  in  all  manner  of  general  dedamationi 
and  does  not  possess  the  faintest  spark  of  either.  TTiiy  lora 
is  romantic,  bombastic,  wanton,  and  the  rest  of  his  doinap 
reveal  no  trace  of  reflexion.  He  has  the  proudest  ooni- 
dence  in  his  reason,  and  is  yet  not  resolute  enongh  io 
venture  the  smallest  step  without  being  led  either  by  Iiii 
pupil  or  his  friend.  But  how  far  below  St.  Freux  is  thil 
German  Siegmund ! 

No.  9. 

In  the  novel  St.  Freux  has  occasion  now  and  then  to 
show  his  enlightened  mind,  and  to  play  the  active  pari  of 
a  worthy  man.  But  the  Siegmund  of  our  comedy  ii 
nothing  more  than  a  little  conceited  pedant,  who  makes* 
virtue  of  his  weakness,  and  is  much  offended  that  Uf 
tender  little  heart  does  not  everywhere  meet  with  jnstioeb 
His  whole  activity  is  concentrated  in  a  few  follies.  TbB 
boywants  to  fight  and  to  stab  himself. 

The  author  himself  felt  that  his  Siegmund  did  not  aol 
flufficiently,  but  he  thought  to  meet  this  objection  when  ho 
bids  us  consider  "  that  a  man  of  this  kind  is  not  like  a  i 
long  to  whom  in  the  space  of  fbuiTand-twenty  honn  I 
opportuni^  is  afforded  every  moment  of  doing  ereat 
actions.    We  must  assume  beforehand  that  Siegmund  is  a 
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worthy  .man  as.  he  is.  described,  and  be  satisfied  since 
iilia^)Xker  mother,  Clarissa^  and  Edward^  all  worthy  people, 
>  regard  him." 

Ilr  is  light  and  well  if  in  every-day  life  we  start  with  no 
ndne  mistrust  of  the  cha^racter  of  others,  if  we  give  all 
redence  to  the  testimony  of  honest  folk.  But  may  the 
camatic  poet  put  us  off  with  such  rules  of  justice?  Oer- 
dnly  not,  although  he  could  much  ease  his  business 
lereby.  On  the  stage  we  want  to  see  who  the  people  are, 
id  we  can  only  see  it  from  their  actions.  The  goodness 
ith  -which  we  are  to  credit  them,  merely  upon  the  word 
r«anoiher,  cJBbnnot  possibly  interest  us  in  them.  It  leaves 
9>  quite  indifferent,  and  if  we  never  have  the  smallest 
arsonal  experience  of  their  goodness  it  even  has  a  bad 
)flex  effect  upon  those  on  whose  faith  we  solely  and  only 
x)epted  the  opinion.  .  Far  therefore  from  being,  willing 
V  believe  Siegmund  to  be  a  most  perfect  and  excellent 
onrng  man,  because  Julia,  her  mother,  Clarissa  and 
dward  declare  him  to  be  such,  we  rather  begia  to  suspect 
le  judgment  of  these  persons,  if  we  never  see  for  oxirselves 
lything  to  justify  their  favourable  opinion.  It  is  true, 
private  person  cannot  achieve  many  great  actions  in  the 
Mce  of  four-and-twenty  hours.  But  who  demands  great 
tHodb  ?  Even  in  the  smallest,  character  can  be  revealed, 
id  .  those  that  throw  the .  most  light  upon  character, 
ce  the  greatest  -according  to  poetical  valuation.  More- 
rer  how  came  it  that  four-and-twenty  hours  was  time 
lOUgh  to  give  Siegmund  opportunity  to  compass  two  of 
16  most  foolish  actions  that  could  occur  to  a  man  in  his 
osition?  The  occasion  was  suitable,  the  author  might 
jply,  but  he  scarcely  will  reply  that.  They  might  have 
nsen  as  naturally  as  possible,  be  treated  as  delicately 
i. possible;  for  all  that  the  foolish  actions,  that  we  see 
im  commit,  would  leave  a  bad  impression  on  our  minds 
mceming  this  young  impetuous  philosophist.  That 
e  acts  badly  we  see;  that  he  can  act  well  we  hear, 
ot  even  by  examples  but  in  the  vaguest  of  general 
mns. 

Bousseau  scarcely  touches  upon  the  severity  with 
rhich  Julia's  father  treats  her  when  she  is  to  take 
Qother  husband  than  him  whom  ,her  heart  has  chosen. 
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Herr  Heufeld  had  the  courage  to  show  us  the  whole  soene. 
I  like  it  when  a  young  poet  yentures  something.  He  kfii 
the  father  throw  his  daughter  to  the  ground.  .  .  .  Heir 
Heufeld  demands  that  when  Julia  is  raised  by  her  moiheri 
there  should  be  blood  on  her  face.  He  may  be  glad  that 
this  was  omitted.  Minute  effects  must  never  be  caniei 
to  the  extremity  of  repulsiveness.  It  is  well  if  our 
heated  phantasy  can  see  blood  in  such  cases,  but  the  e^ 
must  not  really  see  it. 

•  ••••.  ■ 

In  conclusion  the  *  Treasure'^  was  performed;  Uk 
imitation  of  the  *  Trinummus '  of  Plautus,  in  whibh  the 
author  has  tried  to  concentrate  into  one  act  all  the  oomie 
scenes  of  the  original.  It  was  excellently  played.  Tto 
actors  all  knew  their  parts  with  that  perfection  iluit 
is  absolutely  requisite  to  low  comedy. 

If  questionable  fancies,  indiscretions,  and  puns  an 
brought  out  slowly  and  haltingly,  if  the  actors  have  i» 
try  and  recollect  petty  jokes  that  were  intended  to  do  no 
more  than  raise  a  smile ;  the  ruin  is  inevitable.  Farcei 
must  be  spoken  sharply  and  quickly,  so  that  the  spectator 
has  not  a  moment's  time  to  examine  whether  they  are  witty 
or  stupid.  There  are  no  women  in  this  play.  The  only  | 
one  that  could  have  been  introduced  would  have  been  a  | 
chilly  charmer,  and  it  is  certainly  better  to  have  none^ 
than  such.  But  I  would  not  counsel  any  one  to  cultivate 
this  peculiarity.  We  are  too  much  accustomed  to  the 
mixture  of  both  sexes,  so  that  the  total  absence  of  the 
fairer  leaves  a  sense  of  emptiness  in  our  minds 

No.  10. 

The  play  of  the  fifth  evening  was  *The  Unexpected 
Hindrance;  or,  A  Hindrance  without  Hindrance,*  of 
Destouches. 

If  we  refer  to  the  annals  of  the  French  stage,  we  shall 
find  that  just  the  very  merriest  plays  of  this  author  met 
with  the  very  least  success.   Neither  the  present  play,  nor  ^ 
the  *  Buried  Treasure,'  nor  '  The  Ghost  with  the  Drum/  [ 

>  This  play  was  by  Lessing.    (Tb.) 
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nor  *  The  Poetical  Yeoman '  have  maintained  themselves 
upon  the  stage,  and  they  were  acted  only  a  few  times  even 
when  they  were  novelties.  Mnch  depends  upon  the  key- 
note a  poet  strikes  at  his  first  appearance,  or  in  which  he 
composes  his  best  works.  It  is  silently  assumed  that  he 
thus  makes  a  contract  never  to  depart  from  this  given 
tone,  and  if  he  does  so  the  world  holds  itself  justified  in 
being  startled.  The  author  is  sought  in  the  author,  and 
they  think  they  have  found  something  worse  as  soon  as 
thej  do  not  find  the  same. 

ia  his  *  Married  Philosopher,'  his  *  Boaster,'  his 
•  Spendthrift '  Destouches  had  produced  models  of  more 
refined  and  elevated  comedy  even  than  Moli^re  in  his  most 
serious  plays.  At  once  the  critics,  who  love  to  classify, 
pronounced  that  to  be  his  peculiar  sphere.  What  was 
perchance  nothing  but  accidental  choice  on  the  poet's 
part,  they  declared  as  marked  bias  and  ruling  power; 
what  he  once  or  twice  had  not  tried  to  do,  they  thought 
he  coidd  not ;  and  when  he  did  try,  what  do  the  critics 
do?  They  rather  refuse  to  do  him  justice  than  abate 
their  hasty  judgment.  I  do  not  want  to  say  by  this  that 
the  low  comedy  of  Destouches  is  of  the  same  goodness  as 
that  of  Moli^re.  It  is  much  more  formal ;  the  witty-head 
is  more  prominent  than  the  faithful  portrait-painter ;  his 
fools  are  rarely  of  those  comfortable  fools  such  as  they 
issue  from  the  hands  of  nature,  but  rather  of  the  wooden 
sort  such  as  art  carves  them,  overladen  with  affectation, 
pedantry,  and  absence  of  savoir  vivre ;  his  school-wit,  his 
M  azures  are  therefore  more  chilly  than  ridiculous.  But 
notwithstanding  this — and  this  is  all  I  wanted  to  say — 
his  merry  plays  are  not  so  deficient  in  the  truly  comic 
element  as  an  over-delicate  taste  thinks  them.  There  are 
scenes  in  them  that  make  us  laugh  most  heartily,  that 
alone  should  secure  to  him  no  mean  rank  among  the  comic 
writers. 


•  •  •  •  • 

On  the  sixth  evening  was  performed  '  Selniramis,'  by 

M.  de  Voltaire. 

This  tragedy  was  first  brought  out  on  the  French  stage 

in  1748,  was  greatly  applauded,  and  in  a  measure  formed 

VOL.  III.  ^ 
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an  epoch  in  the  history  of  this  stage.  Affcer  M.  de  Yoltain 
had  produced  his  'Zaire  and  Ahdre,'  his  'Brains  ani 
GsBsar,'  he  was  confirmed  in  his  opinion  that  the  traoB 
poets  of  his  nation  had  in  many  points  ontstripped  im 
Greeks.  "  From  ns  French,"  he  said,  "  the  Qreeks  mig^ 
have  learnt  a  more  graceful  exposition  and  the  great  ait 
how  to  combine  the  scenes  one  with  another  in  8U(£  a  modi 
that  the  stage  never  remains  empty  and  no  personafe 
enters  or  leaves  without  a  reason.  From  ns,"  he  inMi 
*'  they  might  have  learnt  how  rivals  speak  to  each  other 
in  witty  antitheses,  and  how  the  poet  can  dazzle  and 
astonish  by  a  wealth  of  sparkling  elevated  thonghiB." 
From  us  they  could  have  learnt— oh  yes,  what  cannot  1» 
learnt  from  the  French !  Here  and  there,  it  is  trae,  • 
foreigner  who  has  also  read  the  classics  a  little  wooU 
like  humbly  to  beg  permission  to  differ  from  them.  Be 
would  perhaps  object  that  all  these  prerogatives  of  tlM 
French  have  no  great  influence  on  the  essential  element  of 
tragedy;  that  they  are  beauties  which  the  unaffected 
grandeur  of  the  ancients  despised.  But  what  does  it 
avail  to  raise  objections  against  M.  de  Voltaire?  Ho 
speaks  and  the  world  believes.  There  was  only  one  thing 
he  missed  in  the  French  theatre :  that  its  masterpieces  [ 
should  be  brought  upon  the  stage  with  all  the  splendour  j 
that  the  Greeks  accorded  to  the  trifling  attempts  of  their 
young  art.  He  was  very  properly  offended  at  the  theatre 
of  Paris,  an  old  ball-room,  decorated  in  the  worst  taste, 
where  the  people  pushed  and  jostled  in  a  dirty  pit 
Especially  was  he  offended  at  the  barbarous  custom  of 
tolerating  spectators  on  the  stage,  leaving  the  acton  ' 
barely  room  enough  for  their  most  necessary  moTements. 
He  was  convinced  that  this  bad  practice  alone  had  de- 
prived France  of  much  that  would  have  been  attempted 
under  freer  conditions  and  in  a  theatre  better  adapted  to 
comfort  and  action.  To  prove  by  example  he  wrote  his 
*  Semiramis.'  A  queen  who  assembles  her  parliament 
to  announce  to  them  her  marriage;  a  ghost  who  risei 
from  his  grave  to  hinder  incest,  and  to  revenge  himself  ' 
on  his  murderer;  the  grave  into  which  a  fool  steps  to  j 
issue  as  a  criminal ;  all  this  was  indeed  something  quite 
new  for  the  French.    It  created  as  much  noise  on  the  stage, 
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it  demanded  as  miicli  pomp  and  transformation  as  Had  been 
known  only  in  opera.  The  poet  believed  he  had  given  the 
model  for  a  special  genus,  and  thongh  he  had  made  it  for 
the  French  stage  not  snch  as  it  was,  but  such  as  he  wished 
to  Bee  it,  nevertheless  it  was  played  there  for  the  present 
as  well  as  circumstances  would  permit.  At  the  first  re- 
presentation the  spectators  still  sat  on  the  stage ;  and  I 
should  like  much  to  have  seen  a  ghost  of  old  appear  in 
this  gallant  circle.  Only  after  the  first  performances  was 
this  blemish  in  artistic  fitness  removed.  The  actors 
cleared  the  stage  and  what  was  then  an  exception  for  the 
benefit  of  an  extraordinary  play  became  in  time  the  con- 
stant jjbractice  But  only  for  the  Parisian  stage,  for  which 
as  we  have  said,  'Semiramis'  formed  an  epoch.  The 
provincials  love  to  retain  old  fashions  and  would  rather  be 
deprived  of  all  illusions  than  renounce  their  privilege  of 
treading  on  liie  long  ti-ains  of  Zaires  and  Meropea. 

No.  11. 

The  appearance  of  a  ghost  was  so  bold  a  novelty  on 
the  French  stage,  and  the  poet  who  ventured  upon  it 
justified  it  by  such  curious  reasons,  that  it  really  repays 
the  trouble  of  investigating  them  a  little. 

"They  cry  and  write  on  all  sides,"  says  M.  de  Vol- 
taire, "  that  we  no  longer  believe  in  ghosts  and  that  the 
apparition  of  a  ghost  is  held  childish  in  the  eyes  of 
an  enlightened  nation.  But  how,"  he  replies  to  this ; 
"should  all  antiquity  have  believed  in  such  miracles 
and  should  we  not  be  permitted  to  adapt  ourselves  to 
antiquity?  How?  Our  own  religion  has  hallowed  the 
belief  in  such  extraordinary  dispensations  of  Providence 
and  it  should  be  held  ridiculous  to  revive  them ! " 

These  exclamations  appear  to  me  to  be  more  rhetoiical 
than  philosophical.  Above  all  things  I  should  wish 
religion  to  be  left  out  of  the  question.  In  matters  of 
taste  and  criticism,  reasons  extorted  from  religion  are  all 
very  well  to  silence  an  opponent,  but  not  well  suited  to 
convince  him.  Eeligion  as  religion  has  nothing  to  decide 
here,  and  regarded  as  a  form  of  ancient  tradition  her 
testimony  has  neither  more  nor  less  value  than  all  other 

a  ti 
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testimonies  of  antiquity.     Consequently  in  this  instanw 
wo  have  only  to  deal  with  antiquity. 

Very  good  then;  all  antiquity  believed  in  ghosiii 
Therefore  the  poets  of  antiquity  were  quite  right  to 
avail  themselves  of  this  belief.  If  we  encounter  ghosii 
among  them,  it  would  be  unreasonable  to  object  to  then 
according  to  our  better  knowledge.  But  does  this  acoord 
the  same  permission  to  our  modem  poets  who  share  our 
better  knowledge  ?  Certainly  not.  But  suppose  lift 
transfer  his  story  into  these  more  credulous  times  ?  Kok 
even  then.  For  the  dramatic  poet  is  no  historian,  he  doM 
not  relate  to  us  what  was  once  believed  to  have  happenei 
but  he  really  produces  it  again  before  our  eyes,  and  pro- 
duces it  again  not  on  account  of  mere  historical  tniik 
but  for  a  totally  different  and  a  nobler  aim.  Historicil 
accuracy  is  not  his  aim,  but  only  the  means  by  which  he 
hopes  to  attain  his  aim ;  he  wishes  to  delude  us  and  toadi 
our  hearts  through  this  delusion.  If  it  be  true  therefore 
that  we  no  longer  believe  in  ghosts ;  and  if  this  unbelief 
must  of  necessity  prevent  this  delusion,  if  without  this 
delusion  we  cannot  possibly  sympathise,  then  our  modem 
dramatist  injures  himself  when  he  nevertheless  dresses  np 
such  incredible  fables,  and  all  the  art  he  has  lavished  upon 
them  is  vain. 

Consequently  ? — It  is  consequently  never  to  be  allowed 
to  bring  ghosts  and  apparitions  on  the  stage?  Conse- 
quently this  source  of  terrible  or  pathetic  emotions  is 
exhausted  for  us  ?  No,  this  would  be  too  great  a  loss  to 
poetry.  Besides  does  she  not  own  examples  enough 
where  genius  confutes  all  our  philosophy,  rendering  things 
that  seem  ludicrous  to  our  cooler  reason  most  terrible  to 
our  imagination?  The  consequence  must  therefore  be 
different  and  the  hypotheses  whence  we  started  false.  We 
no  longer  believe  in  ghosts?  Who  says  so?  Or  rather, 
what  does  that  mean?  Does  it  mean:  we  are  at  last  so 
far  advanced  in  comprehension  that  we  can  prove  their 
impossibility ;  that  certain  incontestable  truths  that  con- 
tradict a  belief  in  ghosts  are  now  so  universally  known,  » 
are  so  constantly  present  even  to  the  minds  of  the  | 
most  vulgar,  that  everything  that  is  not  in  accordance  with 
these  truths,  seems  to  them  ridiculous  and  absurd !    It 
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t  mean  this.  We  no  longer  believe  in  ghosts  can 
bre  only  mean  this  :  in  this  matter  concerning  which 
ch  may  be  argued  for  or  against,  that  is  not  decided 
ever  can  be  decided,  the  prevailing  tendency  of  the 
3  to  incline  towards  the  preponderance  of  reasons 
ht  to  bear  against  this  belief.  Some  few  hold  this 
>n  from  conviction,  and  many  others  wish  to  appear 
d  it,  and  it  is  these  who  raise  the  ontcry  and  set  the 
n.  Meanwhile  the  mass  is  silent,  and  remains  in- 
jnt,  and  thinks  now  with  one  side,  now  with  the 
delights  in  hearing  jokes  about  ghosts  recounted  in 
daylight  and  shivers  with  horror  at  night  when 
ire  talked  of. 

w  a  disbelief  in  ghosts  in  this  sense  cannot  and 
i  not  hinder  the  dramatic  poet  from  making  use  of 
The  seeds  of  possible  belief  in  them  are  sown  in 
us  and  most  frequently  in  those  persons  for  whom 
iefly  writes.  It  depends  solely  on  the  degree  of  his 
hether  he  can  force  these  seeds  to  germinate,  whether 
ssesses  certain  dexterous  means  to  summon  up  rapidly 
Drcibly  arguments  in  favour  of  the  existence  of  such 
s.  If  he  has  them  in  his  power,  no  matter  what 
ay  believe  in  ordinary  life,  in  the  theatre  we  must 
re  as  the  poet  wills. 

3h  a  poet  is  Shakespeare  and  Shakespeare  only  and 
.  His  ghost  in  *  Hamlet '  makes  our  hairs  stand  on 
(vhether  they  cover  a  believing  or  an  unbelieving 
.  M.  de  Voltaire  did  not  do  well  when  he  referred 
is  ghost,  he  only  made  himself  and  his  ghost  of 
lis  *  ridiculous  by  so  doing. 

ikespeare's  ghost  appears  really  to  come  from  another 
I.  For  it  comes  at  the  solemn  hour,  in  the  dread 
ess  of  night,  accompanied  by  all  the  gloomy,  mys- 
is  accessories  wherewith  we  have  been  told  by  our 
5S  that  ghosts  appear.  Now  Voltaire's  ghost  is  not 
fit  for  a  bugbear  wherewith  to  frighten  children.  It 
ly  a  disguised  actor,  who  has  nothing,  says  nothing, 
nothing  that  makes  it  probable  that  he  is  that  which 
•etends  to  be.  All  the  circumstances  moreover,  under 
h  he  appears,  disturb  the  illusion  and  betray  the 
ion  of  a  cold  poet  who  would  like  to  deceive  and 
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terrify  us  without  knowing  how  to  set  about  it.  Let « 
only  consider  this  one  thing.  Voltaire's  ghost  steps  oik 
of  his  grave  in  broad  daylight,  in  the  midst  of  an  asaemUf 
of  the  royal  parliament,  preceded  by  a  thundei'^dqfi 
Now  where  did  M.  de  Voltaire  learn  that  ghosts  are  tini 
bold?  What  old  woman  could  not  have  told  him  thit 
ghosts  avoid  sunshine  and  do  not  willingly  visit  large 
assemblies  ?  No  doubt  Voltaire  knew  this  also ;  but  hs 
was  too  timid,  too  delicate  to  make  use  of  these  vulgtf 
conditions,  he  wanted  to  show  us  a  ghost  but  it  shew 
be  of  a  higher  type,  and  just  this  original  type  manri 
everything.  A  ghost  that  takes  liberties  which  se 
contrary  to  all  tradition,  to  all  spectral  good  ^nftTipgw, 


does  not  seem  to  me  a  right  sort  of  ghost,  and  everything 
that  does  not  in  such  cases  strengthen  the  illusion  seeoi 
to  weaken  it. 

If  Voltaire  had  paid  some  attention  to  mimetio  actki 
he  would  for  other  reasons  have  felt  the  impropriety  of 
allowing  a  ghost  to  appear  before  a  large  assembly,'  AH 
present  are  forced  at  once  to  exhibit  signs  of  fear  taad 
horror,  and  they  must  all  exhibit  it  in  various  waji 
if  the  spectacle  is  not  to  resemble  the  chilly  symmetry- of 
a  ballet.  Now  suppose  a  troupe  of  stupid  waUong 
gentlemen  and  ladies  have  been  duly  trained  to  this  end, 
and  even  assuming  that  they  have  been  successfully 
trained,  consider  how  all  the  various  expressions  of  the 
same  emotion  must  divide  the  attention  of  the  spectator 
and  withdraw  it  from  the  principal  characters.  For 
if  these  are  to  make  their  due  impression  on  us,  it  is  not 
only  needful  we  should  see  them  but  it  is  well  we  should  « 
see  nothing  but  them.  Shakespeare  let  only  E[amlet  see 
the  ghost,  and  in  the  scene  where  his  mother  is  present, 
she  neither  sees  nor  hears  it.  All  our  attention  is  there- 
fore fixed  on  him,  and  the  more  evidences  of  terror  and 
horror  we  discover  in  this  fear-stricken  soul,  the  more 
ready  are  we  to  hold  the  apparition  that  has  awakened 
such  agitation  as  that  for  which  he  holds  it.  The  speotre 
operates  on  us,  but  through  him  rather  than  by  itself.  ! 
The  impression  it  makes  on  him  passes  on  to  us,  and  the  | 
effect  is  too  vivid  and  apparent  for  us  to  doubt  its  super- 
natural cause.    How  little  has  Voltaire  understood  this  | 
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rtistic  touch!  At  his  ghost  many  are  {righteixecl,  but 
ot  much.  Semiramis  exclaims  once :  "Heaven  I  Idle," 
rhile  the  rest  make  no  more  ado  about  him  than  we 
light  make  about  a  friend  whom  we  deemed  &r  away  and 
rho  suddenly  walks  into  the  room. 

No.  12. 

I  must  note  another  difference  that  exists  between  the 
;liosts  of  the  English  and.  French-  poets,  Voltaire's  ghost 
3  nothing  else  .but  a  poetical .  machine  that  is  only 
mployed  to  help  the  unravelling  of  the  plpt ;.  it  does  not 
aterest  us  in  the  very  least  on  its  ovra.  apcount.  Shake- 
peare*s  ghost,  on  the  contrary,  i^  a  real  active  personage, 
a  whose  fate  we  take  an  interest,  who  excites  not  only 
ur  fear  but  our  pity. 

This  difference  arose  beyond  question  out  of  the  difE<drent 
toints  of  view  from  which  the  two  poets  regarded  ghosts. 
Toltaire  looked  upon  the  reappearance  of  a  dead  man 
B  a  miracle ;  Shakespeare  as  quite  a  natural  occurrence. 
Vhich  of  '  the  two  thought  the  more  philosophically 
annot  be  questioned,  but  bhakespe^^re  thought  the  more 
)oetically.  Yoltaire's  ghost  presents  no  claims  to .  be 
egarded  as  a,  being  who  even  beyond  the  grave  is 
iapable  of  pleasant  and  unpleasant  sensations. .  He  o^ly 
vishes  to  instruct  us  how  divine  power  would  occasionally 
aake  an  exception  to  its.  eternal  Uws  in  order  to  discover 
md  punish  secret  crimes. 

I  will  not  say  that  it  is  a  fault  when  the  dramatic  poet 
ixranges  his  fable  in  such  a  manner  that  it  serves  for  the 
exposition  or  confirmation  of  some  great  moral  truth. 
But  I  may  say  that  this  arrangement  of  the  fable  is  any- 
Jbing  but  needful ;  that  there  are  very  instructive  and 
>erfect  plays  that  do  not  aim  at  such  a  single  maxim,  and 
ihat  we  err  when  we  regard  the  moral  sentences  that  are 
bund  at  the  close  of  many  ancient  tragedies,  as  the  key- 
lote  for  the  .existence  of  the  entire  play. 

If  therefore  the  *  Semiramis'  of  M.  de  Voltaire  had  no 
iirther  merit  but  this  on  which  he  so  greatly  prides  him- 
jelf,  namely  that  we  can  therefrom  learn  to  reverence 
dmighty  justice  that  selects  extraordinary  means  to  punish 
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extraordinary  crimes,  then  I  say '  Semiramis'  would  seem  to 
me  a  very  indifferent  play,  especially  as  its  moral  is  by  no 
means  the  most  edifj^ng.  For  it  is  inoontestably  mtat 
becoming  to  assume  that  Providence  does  not  need  to 
employ  such  extraordinary  means,  and  to  suppose  that 
the  punishment  of  the  bad  and  the  reward  of  the  good 
follow  in  the  ordinary  chain  of  events. 

•  •••••  • 

The  play  of  the  eighth  evening  was  the '  Coffee-honflO^ 
or  the  Scotchwoman '  of  M.  de  Voltaire. 

A  long  story  might  be  made  out  of  this  comedy.  Id  L, 
anther  sent  it  into  the  world  as  a  translation  from  the  |^ 
English  of  Hnme ;  not  the  historian  and  philosopher  but 
another  of  that  name,  who  made  himself  known  by  bii 
tragedy, '  Douglas.'  In  some  points  it  has  resemblanoei 
with  Goldoni's  'Gaff^';  especially  the  Don  Marsio  of 
Goldoni  seems  to  have  been  the  prototype  of  Frelon.  Bat 
what  was  only  a  malicious  fellow  is  here  also  a  miserable 
scribbler,  whom  Voltaire  named  Frelon,  that  the  critics 
might  the  more  easily  discover  his  sworn  enemy,  the 
journalist  Freron.  He  wanted  to  annihilate  him  by  tiui 
play,  and  doubtless  he  gave  him  no  mean  blow  therewith. 
We  foreigners,  who  take  no  interest  in  the  jealous 
bickerings  of  these  French  literati,  overlook  the  person- 
alities contained  in  the  play,  and  find  in  Frelon  merely 
the  faithful  portrait  of  a  certain  set  of  people  who  are  not 
strange  to  us  either.  We  have  our  FreLons  as  weU  as  the 
French  and  the  English,  only  that  they  raise  less 
comment  among  us  because  we  are  more  indifferent  to 
our  literature.  But  even  if  the  meaning  of  this  character 
Avere  lost  for  Germany,  the  play  has  interest  enough 
without,  and  honest  Freeport  alone  could  insure  it  our 
favour.  We  love  his  rough  nobility  and  even  the  English 
were  flattered  by  him. 

For  only  for  his  sake  have  they  lately  transplanted  the 
whole  trunk  to  the  soil  where  it  purported  to  have  grown. 
Golman,  unquestionably  their  best  living  comic  writer, 
has  translated  the  piece  under  the  title  of  '  The  English 
Merchant,'  and  has  given  to  it  the  national  colouring 
that  was  still  wanting  in  the  original.  Well  as  M.  de 
Voltaire  claims  to  know  English  customs,  yet  he  has  often 
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>l"andered,  for  instance,  when  he  makes  his  Lindane  live  at 
i  coflFee-house ;  Colman  lodges  her  instead  with  a  worthy 
'emale  who  lets  famished  rooms,  and  this  woman  is  far 
nore  suited  to  be  the  friend  and  benefactress  of  the 
^oang  deserted  beanty  than  Fabrice.  Colman  has  also 
aried  to  define  the  characters  more  strongly  for  tho 
Snglish  taste.  Lady  Alton  is  not  only  a  jealous  fury 
ilie  desires  to  be  a  lady  of  genius,  taste,  and  learning 
u  patroness  of  literature.  He  thus  thought  to  make  her 
annexion  with  the  wretched  Frelon  (whom  he  calls 
Spatter)  more  natural.  Freeport  also  obtains  a  larger 
iphere  of  usefulness,  he  protects  Lindane's  father  as 
warmly  as  Lindane,  and  that  which  Lord  Falbridge  does 
n  the  French  version  towards  the  father's  pardon,  is  here 
lone  by  Freeport ;  it  is  he  alone  who  brings  all  to  a 
lappy  conclusion. 

The  English  critics  have  commended  Colman's  adapta- 
tion as  excellent  in  feeling,  delicate  and  vivacious  in 
iialogue,  and  well  defined  as  to  the  characters.  But  yet 
they  far  prefer  Colman's  other  plays.  .  .  .  '  The  English 
Bierchant '  has  not  action  enough  for  them ;  curiosity  is 
aot  sufficiently  fostered,  the  whole  complication  is  visible 
in  the  first  act.  .  .  .  Much  in  this  criticism  is  not  un- 
founded. However  we  Germans  are  well  content  that 
the  action  is  not  richer  and  more  complex.  The  English 
taste,  on  this  point  distracts  and  fatigues  us,  we  love 
Bk  simple  plot  that  can  be  grasped  at  once.  The  English 
Btre  forced  to  insert  episodes  into  French  plays  if  they  are 
to  please  on  their  stage.  In  like  manner  we  have  to  weed 
episodes  out  of  the  English  plays,  if  we  want  to  introduce 
them  on  to  our  stage.  The  best  comedies  of  a  Congreve 
and  Wycherley  would  seem  intolerable  to  us  without  this 
excision.  We  manage  better  with  their  tragedies.  In 
part  these  are  not  so  complex  and  many  of  them  have 
succeeded  well  amongst  us  without  the  least  alteration, 
which  is  more  than  I  could  say  for  any  of  their 
comedies. 

The  Italians  also  have  a  version  of  the  '  Scotchwoman.' 
It  is  in  the  first  portion  of  Diodati's  Theatrical  Library. 
Like  the  German,  it  follows  the  original  closely,  only  tha 
Italian  has  added  a  scene  at  the  end.     Voltaire  said  that 
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Erelon  was  punished  in  the  English  original,  but  msrik 
as  was  this  punishment,  it  seemed  to  him.  .ta  hurt  D 
chief  interest  of  the  play  and  he  had  therefore  omitfa 
it.  The  Italian  did  not  deem  thia  excuse  sufficnent,  1 
completed  the  punishment  of  Frelon :  out  -  of  his  oi 
head,  for  the  Italians  are  great  lovers  of  poetioal  justioe 

No.  13. 


On  the  eleventh  evening  *Miss  Sara  Sampsoii'^  ^ 
performed. 

It  is  not  possible  to  demand  more  from  art  than  lA 
Mdlle.  Henseln  achieved  in  the  role  of.  iSara,  and  inde 
the  play  altogether  was  well  performed.^  It  is  a  little  t 
long  and  it  is  therefore  generally  shortened  at  bm 
theatres.  Whether  the  author  would  be  well  satisfi 
with  all  these  excisions,  I  almost  incline  to  doubt.  "^ 
know  what  authors  are,  if  we  want  to  take  from  them 
mere  bit  of  padding  they  cry  out:  You  touoh  my  lij 
It  is  true  that  by  leaving  out.  parts  the  excessive  leng 
of  a  play  is  clumsily  remedied,  and  I  do  not  tdidersta 
how  it  is  possible  to  shorten  a  scene  without  ohangii 
the  whole  sequence  of  a '  dialogue.  But  if  this  atrth 
does  not  like  these  foreign  abbreviations,  why  doe» 
not  curtail  it  himself,  if  he  thinks  it  is  worth  the  tioul 
and  is  not  one  of  those  persons  who  put  chdidren  in 
the  world  and  then  withdraw  their  hands  from  them  i 
ever.         •  . 

•  •  •  •  • 

No.  14. 

Domestic  tragedies  found  a  very  thorough  defeiider  in  t 
person  of  the  French  art  critic  who  first  made  'Sai 
known  to  his  nation.  As  a  rule  the  French  rarely  appro 
anything  of  which  they  have  not  a  model  among  ttts. 
selves. 

The  names  of  princes  and  heroes  can  lend  pomp  a 
majesty  to  a  play,  but  they  contribute  nothing  to  c 
emotion.  The  misfortunes  of  those  whose  circumstan< 
most  resemble  our  own,  must  naturally  penetrate  m< 

'  By  Lessing  himaelfl 


Ko.  14.]  DBAMATIC   NOTES.  267 

depply  into  our  hearts,  and  if  we  pity,  kings^  we  pity  them 
a^  niiQian  beings,  Qot  as  kings.  Thongli  their  position 
often  renders  their  misfortunes  more  important,  it  does 
not  make  them  more  interesting.  Whole  nations  may  be 
involved.in  them,  but  our  sympathy  requires  an  individual 
object  and  a  state  is. far  too  much  an  abstract  conception 
to  touch  our  feelings. 

"  We  wrong  the  human  heart,"  says  Marmontel,  "  we 
misread  nature,  if  we  believe  that  it  requires  titles  to  rouse 
and  touch  lis.  The  sacred  names  of  friend,  father,  lover, 
husband,  son,  mother,  of  mankind  in  general,  these  are  far 
more  pathetic  than  aught  else  and  retain  their  claims  for 
ever.  What  matters  the  rank,  the  surname,  the  genealogy 
of  the  unfortunate  man  whose  easy  good  nature  towards 
unworthy  friends  has  involved  him  in  gambling  and  who 
loses  over  this  his  wealth  and  honour  and  now  sighs  in 
prison  distracted  by  shame  and  remorse  ?  If  asked,  who  is 
he?  I  reply:  He  was  an  honest  man  and  to  add  to  his 
grief  he  is  a  husband  and  a  father ;  his  wife  whom  he  loves 
and  who  loves  him  is  suffering  extreme  need  and  pan  only 
givse- tears  to  the  ^ildren  who  clamour  for  breadv  Show 
me  in  the  history  of  heroes  a  more  touching,  a  more  moral, 
indeed  a  more  tragic  situation  I  And  when  at  last  this 
miserable  man  takes  poison  and  then  learns  that  Heaven 
had  willed  his  release,  what  is  absent,  in  this  painful 
terrible  moment,  when  to  the  horrors  of  death  are  added 
the  tortures  of  imagination,  telling  him  how  happily  he 
could  have  lived,  what  I  say  is  absent  to  render  the  situa- 
tion worthy  of  a  tragedy  ?  The  wonderful,  will  be  replied. 
What  I  is  there  not  matter  wonderful  enough  in  this  sudden 
change  from  honour  to  shame,  from  innocence  to  guilt, 
from  sweet  peace  to  despair;  in  brief,  in  the  extreme 
misfortune  into  which  mere  weakness  has  plunged  him  I" 

But  no  matter  how  much  their  Diderots  and  Marmontels 
preach  this  to  the  French,  it  does  not  seem  as  though 
domestic  tragedies  were  coming  into  vogue  among  them. 
The  nation  is  too  vain,  too  much  enamoured  of  titles  and 
other  external  favours ;  even  the  humblest  man  desires  to 
consort  with  aristocrats  and  considers  the  society  of  his 
equals  as  bad  society.  True,  a  happy  genius  can  exert  great 
influence  over  his  nation.     Nature  has  nowhere  resigned 
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her  rights  and  she  is  perhaps  only  waiting  there  for  ths 
poet  who  is  to  exhibit  her  in  all  her  truth  and  strength. 

•  •  •  *  • 

The  objections  raised  by  the  above  critic  against  the 
German  *  Sara '  are  in  part  not  without  foundation.  Tet 
I  fancy  the  author  would  rather  retain  all  its  faults  than 
take  the  trouble  of  entirely  rewriting  the  play.  He  recalls 
what  Voltaire  said  on  a  similar  occasion :  *'  We  cannot  do 
all  that  our  friends  advise.  There  are  such  things  aa 
necessanr  faults.  To  cure  a  humpbacked  man  of  his  hump 
we  should  have  to  take  his  life.  My  child  is  humpbacked 
but  otherwise  it  is  quite  well."  • 

•  •  •  •  • 

No.  15. 

The  sixteenth  evening  *  Zaire*  by  Voltaire  was  per- 
formed. "  To  those  who  care  for  literary  history,"  Bays 
M.  de  Voltaire,  "  it  will  not  be  displeasing  to  know  how 
this  play  originated.  Various  ladies  had  reproached  the 
author  because  his  tragedies  did  not  contain  enough  about 
love.  He  replied,  that  in  his  opinion,  tragedy  was  not  the 
most  fitting  place  for  love ;  still  if  they  would  insist  on 
having  enamoured  heroes  he  also  could  create  them.  The 
play  was  written  in  eighteen  days  and  received  with 
applause.  In  Paris  it  is  named  a  Christian  tragedy  and 
has  often  been  played  in  place  of  *  Polyeucte.' " 

To  the  ladies  therefore  we  are  indebted  for  this  tragedy 
and  it  will  long  remain  the  favourite  play  of  the  ladies.  A 
young  ardent  monarch,  only  subjugated  by  love ;  a  proud 
conqueror  only  conquered  by  love ;  a  Sultcm  withottt  poly- 
gamy ;  a  seraglio  converted  into  the  free  and  aocessime 
abode  of  an  absolute  mistress ;  a  forsaken  maiden  raised  to 
the  highest  pinnacle  of  fortune,  thanks  solely  to  her  lovely 
eyes ;  a  heart  for  which  religion  and  tenderness  contest, 
that  is  divided  between  its  god  and  its  idol,  that  would  like 
to  be  pious  if  only  it  need  not  cease  loving ;  a  jealous  man 
who  recognises  his  error  and  avenges  it  on  himself:  if 
these  flattering  ideas  do  not  bribe  the  suflfrages  of  tlie  fair 
sex,  then  what  indeed  could  bribe  them  ? 

Love  itself  dictated  *  Zaire '  to  Voltaire  I  said  a  polite  art 
critic.     He  would  have  been  nearer  the  truth  had  he  said 
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allantry;  I  know  but  one  tragedy  at  which  love  itself  has 
iboured  and  that  is  '  Komeo  and  Juliet '  by  Shakespeare, 
t  is  incontestable,  that  Voltaire  makes  his  enamoured 
iaire  express  her  feelings  with  much  nicetv  and  decorum. 
Jut  what  is  this  expression  compared  with  that  living 
icture  of  all  the  smallest,  most  secret,  artifices  whereby 
)ve  steals  into  our  souls,  all  the  imperceptible  advantages 
;  gains  thereby,  all  the  subterfuges  with  which  it  manages 
D  supersede  every  other  passion  until  it  succeeds  in  holding 
hie  post  of  sole  tyrant  of  our  desires  and  aversions? 
''oltaire  perfectly  understands  the — so  to  speak-— official 
mguage  of  love ;  that  is  to  say  the  language  and  the  tone 
)ve  employs  when  it  desires  to  express  itself  with  caution 
ad  dignity,  when  it  would  say  nothing  but  what  the 
rudish  female  sophist  and  the  cold  critic  can  justify.  Still 
^en  the  most  efficient  government  clerk  does  not  always 
now  the  most  about  the  secrets  of  his  government ;  or  else 
•  Voltaire  had  the  same  deep  insight  as  Shakespeare  into 
le  essence  of  love,  he  would  not  exhibit  it  here,  and 
lerefore  the  poem  has  remained  beneath  the  capacities 
f  the  poet. 

Almost  the  same  might  be  said  of  jealousy.  His  jealous 
rosman  plays  a  sorry  figure  beside  the  jealous  Othello 
f  Shakespeare.  And  yet  Othello  has  unquestionably 
imished  the  prototype  of  Orosman.  Gibber  says  ^  Vol- 
tire  avails  himself  of  the  brand  that  lighted  the  tragic 
lie  of  Shakespeare.  I  should  have  said :  a  brand  from  out 
:  this  flaming  pile  and  moreover  one  that  smoked  more 
lan  it  glowed  or  warmed.  In  Ort)sman  we  hear  a  jealous 
an  speak  and  we  see  him  commit  a  rash  deed  of  jealousy, 
lit  of  jealousy  itself  we  learn  neither  more  nor  less  than 
hat  we  knew  before.  Othello  on  the  contrary  is  a  com- 
lete  manual  of  this  deplorable  madness;  there  we  can 
am  all  that  refers  to  it  and  awakens  it  and  how  we  may 
7oid  it. 

But  is  it  always  Shakespeare,  always  and  eternally 
aakespeare  who  understood  everything  better  than  the 

>  *•  From  English  plays,  Zara's  French  author  fir*d 
Confessed  liis  Muse,  beyond  herself  inspired. 
From  rack  d  Othello's  rage,  he  raised  his  style 
And  snatched  the  brand  that  lights  this  tragic  pile.** 
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Frencli,  I  hear  my  readers  ask?  That  annoys  tiB,  tiecaxm 
we  cannot  read  him.  I  seize  this  opportunity  to  remincl 
the  pnblic  of  what  it  seems  purposely  to  have  forgotten. 
We  have  a  translation  of  Shakespeare.  It  is  scarcely 
finished  and  yet  seems  already  forgotten.  Critics  have 
spoken  ill  of  it.  I  have  a  mind  to  speak  very  well  of  it 
Not  in  order  to  contradict  these  learned  men,  nor  to  de- 
fend the  faults  they  have  discovered,  but  because  I  believe 
there  is  no  need  to  make  so  much  ado  about  these  faxdts. 
The  undertaking  was  a  difficult  one,  and  any  other  person 
than  Herr  Wieland  would  have  made  other  slips  in  theii 
haste,  or  have  passed  over  more  passages  from  ignorance 
or  laziness  and  what  parts  he  has  done  well  few  will  do 
better.  Any  way  his  rendering  of  Shakespeare  is  a  book 
that  cannot  be  enough  commended  among  us.  We  have 
much  to  legtm  yet  from  the  beauties  he  has  given  to  us, 
before  the  blemishes  wherewith  he  has  marred  them  offend 
us  so  greatly  that  we  require  a  new  translation. 

To  return  to  '  Zaire.'  It  was  brought  out  on  the  Parisian 
stage  in  1733  by  the  author ;  and  three  years  after  it  wa« 
translated  into  English  and  played  in  London  at  Drui^? 
Lane.  The  translator  was  Aaron  Hill,  himself  no  mean 
dramatic  poet.  This  greatly  flattered  Voltaire,  and  whal 
he  said  of  it  in  his  dedication  to  the  Englishman  Falkenei 
deserves  to  be  read,  for  it  is  in  his  peculiar  strain  of  proud 
humility.  Only  we  must  not  think  everything  is  as  true 
as  he  asserts. 

Woe  to  him  who  does  not  always  read  VoltaireV 
writings  in  the  sceptical  spirit  wherein  he  has  written  8 
portion  of  them. 

For  instance,  he  says  to  his  English  friend  "  Your  poetf 
had  a  custom  to  which  oven  Addison  himself  submitted 
for  custom  is  as  mighty  as  reason  or  law.  This  unreason- 
able custom  was  that  every  act  must  be  concluded  bj 
verses  in  a  style  quite  different  from  that  of  the  rest  oi 
the  play,  aud  also  these  verses  must  of  necessity  contain  ii 
comparison.  Phsedra  before  her  exit,  compares  herseli 
poetically  to  a  stag,  Cato  to  a  rock,  and  Cleopatra  to  chil- 
dren who  weep  themselves  to  sleep.  The  translator  ol 
'Zaire*  is  the  first  who  has  ventured  to  maintain  the 
laws  of  nature  against  such  an  abnormal  taste.     He  has 
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abolislied  this  custom,  for  lie  felt  that  passion  must  speak 
its  own  language  and  that  the  poet  must  everywhere 
conceal  himself  in  order  that  we  may  recognise  the  hero." 
There  are  only  three  untruths  in  this  passage ;  that  is 
not  much  for  M.  de  Voltaire.  It  is  true  that  the  English 
smoe  Shakespeare  or  perhaps  even  before  him,  had  the 
habit  of  ending  their  blank  verse  acts  with  a  few  rhyming 
lines.  But  that  these  rhyming  lines  consisted  only  of 
comparisons,  that  they  necessarily  contained  such  com- 

S.risons,  is  entirely  false ;  and  I  cannot  imagine  how 
.  de  Voltaire  could  say  such  things  to  the  face  of  an 
Englishman  who  might  also  be  presumed  to  have  read  the 
tragic  poets  of  his  nation.  Secondly  it  is  not  true  that 
Hill  departed  from  this  custom  in  his  translation  of 
'Zaire.'  It  is  indeed  almost  incredible  that  M.  de  Vol- 
taire should  not  have  looked  more  closely  at  a  translation 
of  his  own  play  than  I  or  some  one  else.  And  yet  so  it 
must  be.  For  as  certainly  as  it  is  in  blank  verse,  so  cer- 
tainly does  every  act  close  with  two  or  four  rhymed  lines. 
Comparisons,  it  is  true,  they  do  not  contain,  but  as  I  said, 
among  all  the  rhymed  lines  with  which  Shakespeare  and 
Jonson  and  Dryden  and  Lee  and  Otway  and  Eowe  and 
all  the  rest  conclude  their  acts,  there  are  certainly  a  hun- 
drisd  agaiilst  five  that  likewise  do  not  contain  them. 
Therefore  where  is  Hill's  speciality?  But  even  had  ho 
had  the  speciality  that  Voltaire  confers  on  him,  it  is  not 
true,  in  the  third  place,  that  his  example  has  had  the  ijaflu- 
ence  that  Voltaire  accords  it.  Of  the  tragedies  that  even 
now  appear  in  England,  half,  if  not  more,  have  their  acts 
ending  with  rhymes,  rather  than  without  them.  Hill 
himself  has  never  entirely  abandoned  the  old  custom  even 
in  those  plays  he  has  written  since  the  translation  of 
*  Zaire.'  And  what  does  it  matter  whether  we  hear 
rhymes  at  the  end  or  no  ?  If  they  are  there,  they  may 
perhaps  be  useful  to  the  orchestra  to  warn  them  to  take 
up  their  instruments ;  a  sign  which  in  this  way  would  be 
more  prettily  given  out  of  the  play  itself  than  by  means 
of  a  wMstle  or  other  signal. 
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No.  16. 

In  nUl's  day  English  actors  were  somewhat  nnnatonli 
and  especially  their  acting  of  tragedy  was  wild  and  exag- 
gerated, when  they  wished  to  express  violent  emotioiui 
they  screamed  and  behaved  like  maniacs,  and  the  rest 
they  drawled  off  with  a  stilted  pompous  solemnity  that 
betrayed  the  comedian  in  every  syllable.  When  there- 
fore Hill  intended  to  have  his  ixanslation  of  *  Zaire  *  pe^ 
formed,  he  confided  the  rSle  of  Zaire  to  a  yoimg  'wvimai 
who  had  never  yet  acted  in  tragedies.  He  condaded 
thus :  this  young  person  has  feeling,  voice,  figure,  and 
decorum,  she  has  not  yet  acquired  the  spurious  taste  oi 
the  stage,  she  does  not  need  to  unlearn  faults,  and  if  she 
can  be  persuaded  to  be  for  a  few  hours  what  she  repr»- 
sents,  then  she  may  speak  as  she  likes  and  all  will  go  weD. 
And  it  did  go  weU,  and  the  theatrical  pedants  wao  had 
maintained  against  Hill  that  only  a  very  practised  and 
experienced  person  could  do  justice  to  this  part,  wbw 
silenced.  This  young  actress  was  the  wife  of  the  come- 
dian CoUey  Gibber  and  her  first  attempt  in  her  eighteenth 
year  was  a  chef-d^oeuvre.  It  is  curious  that  the  French 
actress  who  played  Zaire  first  was  also  a  debutante. 

The  young  fascinating  Mdlle.  Gossin  became  suddenly 
famous  through  Zaire,  and  even  Voltaire  himself  was  so 
enchanted  that  he  lamented  his  age  very  piteously. 

The  role  of  Orosman  was  played  by  a  connexion  of 
Hill's,  no  actor  by  profession  but  a  man  of  position.  He  acted 
from  mere  love  of  the  art,  and  had  no  hesitation  in  appear- 
ing in  public  and  exhibiting  a  talent  that  is  as  estimable 
as  any  other.  In  England  examples  are  not  rare  of  such 
distinguished  persons  who  act  merely  for  their  pleasure. 
**  All  that  appears  strange  to  us  in  this,"  says  M.  de  Vol- 
taire, "  is  that  it  appears  strange.  We  should  reflect  that 
all  things  in  the  world  depend  on  custom  and  opinion. 
The  French  court  formerly  danced  on  the  stage  with  opera 
singers,  and  nothing  further  is  thought  about  it  except 
that  this  mode  of  entertainment  is  gone  out  of  fashion. 
What  is  the  difference  between  the  two  arts  but  that  the 
one  is  far  above  the  other  ?  as  talents  that  require  mind 
are  above  mere  bodily  agility.     .     .     . 

It  is  curious  how  far  the  German  taste  is  removed  from 
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the  Italian.  The  Italians  find  Voltaire  top  short,  we  find 
him  too  long.  Scarcely  has  Orosman  spoken  his  last 
words  and  given  himself  the  death-thrust  than  down  goes 
our  cnrtain.  But  is  it  really  true  that  German  taste  de- 
mands this?  We  curtail  many  plays  thus,  but  why  do 
we  so  curtail  them  ?  Do  we  seriously  require  that  a  tra- 
gedy should  end  like  an  epigram  ?  always  with  the  point 
of  the  dagger  or  with  the  last  sigh  of  the  hero?  Whence 
do  we  grave  slow  Geimans  take  this  impetuous  impatience 
that  will  not  su filer  us  to  listen  to  anything  more  as  soon 
as  the  execution  is  over,  even  if  it  were  the  fewest  of  words 
and  quite  necessary  to  the  proper  conclusion  of  the  play  ? 
But  I  search  in  vain  for  the  cause  of  a  thing  that  is  not.  Our 
blood  is  calm  enough  to  allow  of  our  listening  to  the  poet 
until  the  end,  if  only  the  actor  would  let  us.  We  would 
gladly  listen  to  the  last  will  of  the  magnanimous  Sultan 
and  admire  and  pity  Nerestan,  but  we  are  not  allowed. 
Why  are  we  not  allowed  ?  To  this  why  I  know  no  be- 
cause. Are  the  Orosman  actors  to  blame  ?  It  is  obvious 
why  they  might  like  to  have  the  last  word — stabbed  and 
applauded.    Well,  we  must  pardon  little  vanities  to  artists. 

Among  no  nation  has  *  Zaire '  found  a  severer  critic  than 
among  the  Dutch.  Frederick  Duim,  perhaps  a  relation  of 
the  famous  Amsterdam  actor  of  that  name,  found  so  much 
to  object  to  in  it,  that  it  was  really  less  trouble  to  make 
a  better  one.     He  really  did  make  another !  ^ 

In  this  Zaire's  conversion  plays  the  chief  part,  the  Sultan 
conquers  his  love  and  sends  back  christiAik  Zaire  into  her 
fatherland  with  all  the  pomp  due  to  her  contemplated 
dignity,  while  old  Lusignan  dies  of  joy.  Who  wants  to 
know  more  about  this  ?  The  only  unpardonable  fault  of 
a  tragic  poet  is  this,  that  he  leaves  us  cold ;  if  he  interests 
us  he  may  do  as  he  likes  with  the  little  mechanical  rules. 
It  is  easy  for  the  Duims  to  blame,  but  they  must  not  try  to 
bend  the  bow  of  Ulysses.  I  say  this  because  I  do  not  wish 
conclusions  drawn  from  Duim's  unsuccessful  improvement 
as  to  the  untenability  of  his  criticisms.  Duim's  objections 
are  well  founded  in  part,  and  especially  has  he  remarked 
the  indecorum    of    Voltaire's  choice   of    scene  and   the 

*  Ziaire,  bekeerde  Turkinne.    Treurspiel,  Amsterdam,  1745. 
VOL.  III.  nt 
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awkwardness  of  the  exits  and  entrances  without  sufficient 
reason.  Neither  has  he  overlooked  the  absurdity  of  the 
sixth  scene  in  the  third  act.  ^'  Orosman,"  he  says,  **  oome§ 
to  fetch  Zaire  from  the  mosque;  Zaire  refuses  to  go  ^thont 
giving  the  smallest  reason  for  this  refusal,  she  departs 
and  Orosman  is  left  standing  like  a  fool  Q.als  eenen 
lafhartigen ').  Is  that  in  accordance  with  his  dignity? 
Does  it  rhyme  with  his  character  ?  Why  does  he  not  urge 
Zaire  to  explain  herself?  Why  does  he  not  follow  her  into 
the  seraglio  ?  Might  he  not  follow  her  thither  ?"'  JBut  my 
good  Duim,  if  Zaire  had  explained  herself  clearly,  whence 
should  the  other  acts  have  come  ?  Would  not  t}\e  whole 
tragedy  have  been  destroyed  ?  Quite  so,  the  seoond  scene 
of  the  third  act  is  absurd.  Orosman  again  comes  to  Zaire 
and  Zaire  againdeparts  without  the  least  explanation, and 
Orosman,  good  soul  ("  dien  goeden  hals  ")  consoles  hin^self 
again  by  a  monologue.  But  as  I  said  before^. the  ui^cer- 
tainty  or  complication  had  to  continue  until  the  fifth  act; 
and  if  the  whole  catastrophe  hangs  on  a  hair,  many  more 
important  things  in  this  life  hang  on  nothing  stronger. 

In  other  respects  the  last-named  scene  is  the  one  in  which 
the  actor  who  plays  Orosman  can  show  his  highest  art  in 
all  the  modest  splendour  which  only  delicate  connoisseurs 
can  appreciate.  He  must  change  from  one  emotion  to 
another  and  must  make  this  dumb  transition  so  naturally 
that  the  spectator  is  not  carried  away  by  a  leap,  but  by  a 
series  of  rapid  but  still  perceptible  gradations.  . 

No.  17. 

The  seventeenth  evening,  'Sydney*  by  Gresset  was 
performed. 

This  play  was  first  brought  out  in  1745.  A  comedy 
against  suicide  could  find  little  favour  in  Paris.  The 
French  said :  This  is  a  play  for  London.  I  do  not  know 
about  that.  The  English  might  perhaps  find  'Sydney' 
a  little  un-English,  he  does  not  act  quickly  enough,  he 
philosophizes  too  much  before  his  act,  and  after  he  thinks 
he  has  committed  it,  too  little ;  his  remorse  might  seem 
like  contemptible  pusillanimity.  Indeed  to  be  thus 
impo  ed  on  by  a  French  man-servant  would  be  deemed  by 
many  shame  enough  to  justify  hanging. 
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But  Bucli  04  tke  play  is,  it  Beema  very  good  for  us 
Oerm&ns.  We  like  t^  clOak  a  folly  with  a  little  pliilo- 
•eojAy,  and. do  not  find  it  at  variance  with  olir honour  if  we 
are  held  back  from  a  stupid  step  and  are  forced  to  confess 
that  we  have  phSosophized  lalsely. 

Oa  the  eighffC^th  evejiing  the  *  Ghoet  with  the  Bmm ' 
Tas  pUiyed.  '^i^ 

This  piece  reall^, originate  iiiJiQ  flie  English  of  Addison, 
Addison  wrote  qolj'one  tragedy-,  dnd  one  comedy.  Dra- 
matio  poetry ;  -vi^affj  not  his^  sp^cf^iy  j  but  a  good  head 
always  knows  ho*  to  'set  ^l»4t"^  matter  and  therefore 
his  two  plays  are  Vffty  ostini^le  jiVjrbs,  even  though  they 
■donot  contain -ftlo'Jfi^hoetbeaiitaes'of  their  genue.  In  both 
h©  tried  to  approHrfi  to  the  Preii^- unities  and  rules,  biit 
given  '  twenty  Addisons  and  the^  Vnles  will  never  be  to 
Oie  taatc  of  the  Eugfish.  L^,  tl^be  be  satisfied  therewith 
who  know  no  higher  beautim 


•      No.  18. 

""  On  the  twenty-first  evening  Uarivanx's  comedy,  'The 
False  Intimacies'  was  performed. 

Marivaux  worked  nearly  half  a  century  for  the  Parisian 
thfeatres,  his  first  play  dates  from  1712,  he  died  in  1763 
aged  seventy-two.  Tho  number  of  hia  comedies  amounts 
to  some  thirty,  of  which  more  than  two-thirds  possess  a 
harlequin,  because  he  composed  them  for  tho  Italian  stage. 
To  these '  The  False  Intimacies '  belongs,  which  was  played 
in  1763  without  much  success,  and  was  then  brought  out 
again  two  years  after  and  met  with  great  applause. 

His  plays,  rich  as  they  are  in  manifold  characters  and 
complications,  still  resemble  one  another  closely.  In  all 
there  is  the  same  dazzling  and  often  too  fat-fetched  wit ; 
the  same  metaphysical  analysis  of  passions;  the  same 
flowery  noological  language.  His  plots  are  of  a  limited 
range,  but  like  a  true  Kallipides  of  his  art,  he  knows  how 
to  traverse  this  range  in  a  variety  of  tiny  and  yet  plainly 
emphasised  steps,  so  that  in  the  end  we  fancy  that  we  have 
oompasscd  a  large  tract  under  his  guidance. 


I 
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Since  Frau  Neuber,  sub  ausptciis  of  His  Magnifioenoe, 
Professor  Gottsched,  openly  banislied  harleqtiin  from  her 
theatre,  all  German  stages,  that  lay  claim  to  correct  taste, 
seem  to  have  indorsed  this  banishment.  I  say  seem 
advisedly,  for  at  bottom  they  have  only  abolished  the 
coloured  jacket  and  the  name,  and  retained  the  fool.  Fraa 
Neuber  herself  acted  a  number  of  plays  in  which  harlequin 
was  the  chief  personage.  Only  she  called  harlequin  Jacky, 
and  he  was  dressed  in  white  instead  of  in  many  cdours. 
Truly  this  is  a  great  trixmiph  achieved  by  good  taste  I 

'The  False  Intimacies'  has  its  harlequin,  who  has 
become  Peter  in  the  German  translation.  Frau  Neuber  is 
dead,  Gottsched  is  dead,  I  think  we  might  put  his  jacket 
on  him  again.  Seriously,  if  he  can  be  tolerated  under  a 
strange  name,  why  then  not  under  his  own?  **He  is  a 
foreign  creation  "  they  say.  What  matters  that  ?  I  would 
all  fools  among  us  were  foreigners  I  *'  He  dresses  as  no 
one  dresses  amongst  us."  This  relieves  us  from  the  neces- 
sity of  saying  who  he  is.  '^  It  is  absurd  to  see  the  same 
individual  appear  every  day  in  a  different  way."  We  must 
not  look  upon  him  as  an  individual  but  as  a  species.  It  is 
not  harlequin  who  appears  to-day  in  '  Timon,*  to-morrow 
in  *  The  Falcon,'  the  day  after  in  '  The  False  Intimacies' 
like  a  ubiquitous  gamin,  but  there  are  harlequins  and 
harlequins,  and  the  species  admits  of  a  thousand  varieties. 
He  in  '  Timon  '  is  not  the  one  in  *  The  Falcon ';  the  latter 
lived  in  Greece,  the  other  in  France.  It  is  only  because 
their  characters  have  the  same  essential  traits  that  they 
have  retained  the  same  name.  Why  should  we  be  more 
captious,  more  choice  in  our  pleasures,  and  give  way  more 
to  jejune  hypercriticisms  than — I  will  not  say  the  French 
and  Italians — ^but  than  even  the  Greeks  and  Eomans  ?  Was 
their  parasite  aught  but  our  harlequin  ?  Had  he  not  his 
especial  peculiar  dress  in  which  he  appeared  in  one  play 
after  another  ?  Had  the  Greeks  not  an  especial  drama  into 
which  Satyrs  had  at  all  times  to  be  introduced,  whether  or 
no  they  fitted  into  the  story  of  the  play  ? 

•  •••••• 

On  the  twenty-second  evening  M.  du  Belloy's  'Zelmire 
was  played. 

The  name  Du  Bolloy  cannot  bo  unfamiliar  to  any  one 
who  18  not  quite  a  stranger  to  modem  French  litcraturs. 
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author  of  *  The  Siege  of  Calais  'I  If  this  play  does 
merit  all  thq  noise  the  French  made  about  it,  yet  the 
e  itself  reflects  honour  on  the  French.     It  showed  them 

nation  that  is  jealous  of  its  fame ;  that  has  not  for- 
en  the  great  deeds  of  its  ancestors  and  that,  convinced 
be  worth  of  a  poet,  and  the  influence  of  the  theatre 
I  morality  and  manners,  does  not  reckon  the  one 
Qg  its  useless  members,  or  the  other  as  an  object  con- 
ing only  busy  idlers.  How  far  in  this  respect  are  we 
nans  behind  the  French  I  To  say  it  right  out,  com- 
d  with  them  we  are  true  barbarians !  Barbarians  more 
•aric  than  our  oldest  ancestors  who  deemed  a  minstrel 
in  of  worth,  and  who,  for  all  their  indifference  to  art 
science,  would  have  held  the  question  whether  a  bard 
>ne  who  deals  with  bearskins  and  amber  was  the 
3  useful  citizen,  to  be  the  question  of  a  fool.     I  may 

about  me  in  Germany  where  I  will,  the  town  has 
to  be  built  which  might  be  expected  to  have  a 
sandth  part  of  the  esteem  and  gratitude  for  a  German 
,  that  Calais  has  had  for  Du  Belloy.  It  may  be  called 
Lch  vanity ;  how  far  we  must  still  advance  before  we 
i  even  be  capable  of  such  vanity.    And  what  marvel  ? 

scholars  themselves  are  petty  enough  to  encourage 
lation  in  its  contempt  for  eveiything  that  does  not  fill 
purse.  If  we  speak  of  a  work  of  genius,  whichever 
will,  if  we  speak  of  encouragement  to  artists,  if  we 
ess  the  wish  that  a  rich  flourishing  city  should  help 
lere  sympathy  towards  furnishing  a  decent  place  of 
nation  for  men  whose  work  obliges  them  to  bear  the 

and  burden  of  the  day,  or  a  useful  amusement  for 
3  who  have  no  business  (at  least  the  theatre  may  lay 
1  to  this),  what  do  we  hear  and  see  ?  It  is  not  only 
usurer,  Albinus,  who  exclaims:  Heaven  be  praised 
our  citizens  have  more  important  things  to  do, 

"Eu! 
Kem  poteris  servare  tuam ! •* 

)re  important  ?  More  lucrative ;  that  I  admit.  For 
inly  nothing  is  lucrative  amongst  us  that  has  the 
connexion  with  the  fine  arts.    But — 


! 
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*•  — — lisBC  animos  asrugo  et  cura  pecoli 
Cnm  semel  imbnerit " 

But  I  forget  myself.    How  does  all  tliis  belong  to  *  Zel« 
mire '  ? 

Du  Belloy  was  a  young  man  who  wanted  or  was  to 
study  law.  "  Was  to  "  will  probably  be  nearer  the  tratL 
For  the  love  of  the  stage  retained  the  upper  hand, 'he  put 
aside  the  Bartolus  and  became  a  comedian.  For  senw 
time  he  played  at  Brunswick  in  the  French  troupe,  amd 
wrote  several  plays ;  he  then  returned  to  his  ffttherkud 
and  soon  became  as  happy  and  famous,  thanks  to  a  few  tra- 
gedies, as  law  could  ever  have  made  him,  even  if  he  had 
become  a  Beaumont.  Woe  to  the  young  German  genius 
that  should  tread  this  path!  Contempt  and  beggaiy 
would  be  his  certain  lot ! 

Du  Belloy's  first  tragedy  was  called  *  Titus,'  ^Zebnire' 
was  his  second.  *  Titus '  found  no  favour  and  was  only 
played  once.  But  'Zelmire'  found  the  more  favour;  it 
was  played  foui*teen  consecutive  times  and  the  Pasisians 
are  not  sated  yet.  The  subject  is  of  the  author's  own 
invention. 

A  French  critic  ^  took  this  occasion  to  declare  himself 
against  tragedies  of  this  species.  "  We  should  have  pre- 
ferred," he  said,  "a  subject  drawn  from  history.  The 
annals  of  the  world  are  so  rich  in  notorious  crimes,  and 
the  especial  purpose  of  tragedy  is  to  present  to  our  admi- 
ration and  imitation  the  great  deeds  of  real  heroes.  In 
thus  paying  the  tribute  posterity  owes  to  their  ashes,  we 
also  fire  the  hearts  of  contemporaries  with  the  noble 
desire  to  resemble  them.  It  will  be  objected  that '  Zaire,' 
*  Alzire,'  *  Mahomet,'  are  the  creations  of  fancy.  The  two 
former  names  are  creations,  but  the  foundations  of  the 
stories  are  historical.  There  really  were  crusades  in  which 
Christians  and  Turks  hated  and  murdered  one  another  for 
the  honour  of  God,  their  common  father.  At  the  conquest 
of  Mexico  the  great  and  happy  contrasts  between  European 
and  American  manners,  between  false  sentiment  and  true 
religion  had  necessarily  to  evince  themselves.    And  as  for 

>  Journal  Encyclop^diquc,  Juillet  17C2. 
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*  Melxoinet,'  it  is  the  epitome,  the  quintessence  so  to  speak, 
of  the  life  of  this  impostor  :  fanaticism  shown  in  action ; 
the  most  beautiful  and  philosophical  picture  that  has 
ever  been  drawn  of  this  dangerous  monster." 

No«  19. 

I" 

p         It  is  permitted  to  everybody  to  have  his  own  taste, 

^    and  it  is  laudaole  to  be  able  to  give  the  reasons  why  we 
liold  such  taste.    But  to  give  to  the  reasons  by  which  we 
justify  it  a  character  of  generality,  and  thus  make  it  out 
ta  "be  the  only  true  taste  if  these  be  correct,  means  ex- 
ceeding the  limits  permitted  to  the  investigating  amateur 
and  instituting  oneself  an  independent  lawgiver.     The 
French  critic  above  quoted  begins  with  a  modest  "we 
-     sh-ould  have  preferred,"  and  then  passes  on  to  pronounce 
such  universally  binding  dicta,  that  we  could  almost  be- 
'.     lieve  this  "  we  "  was  the  utterance  of  personified  criticism. 
';    A  true  art  critic  deduces  no  rules  from  his  individual  tapte, 
y    but  has  formed  his  taste  from  rules  necessitated  by  the 
■^    nature  of  the  subject. 

*^        Now  Aristotle  has  long  ago  decided  how  far  the  tragic 

.     poet  need  regard  historical  accuracy :  not  farther  than  it  re- 

*'     gembles  a  well-Constructed  fable  wherewith  he  can  combine 

^    his  intentions.  He  does  not  make  use  of  an  event  because  it 

"    really  happened,  but  because  it  happened  in  such  a  manner 

^w    as  he  will  scarcely  be  able  to  invent  more  fitly  for  his  pre- 

!/    sent  pnrpose.    If  he  finds  this  fitness  in  a  true  case,  then 

^     the  true  case  is  welcome ;  but  to  search  through  history 

1  *     bookB  does  not  reward  his  labour.     And  how  many  know 

*    what  has  happened  ?    If  we  only  admit  the  possibility  that 

'I     something  can  happen  from  the  fact  that  it  has  happened, 

/     what  prevents  us  from  deeming  an  entirely  fictitious  fable 

:  ^    a  really  authentic  occurrence,  of  which  we  have  never  heard 

;      before  ?    What  is  the  first  thing  that  makes  a  history  pro- 

\      bable?    Is  it  not  its  internal  probability?    And  is  it  not  a 

'.       matter  of  indifference  whether  this  probability  be  confirm  ed 

by  no  witnesses  or  traditions,  or  by  such  as  have  never 

come  within  our  knowledge  ?  It  is  assumed  quit©  without 

reason,  that  it  is  one  of  the  objects  of  the  stage,  to  keep 
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alive  the  memory  of  great  men.  For  tliat  we  have  his- 1  if 
tory  and  not  tlie  stage.  From  the  stage  we  are  not  to  |iii 
learn  what  Buch  and  such  an  individual  man  has  done,  bat 
what  every  man  of  a  certain  chai'acter  would  do  undfll 
cei'tain  given  circumstances.  The  object  of  tragedy  ifl 
more  philosophical  than  the  object  of  history,  and  it  is  de- 
grading her  from  her  true  dignity  to  employ  her  as  a  men  It 
panegyric  of  famous  men  or  to  misuse  her  to  feed  Ti%f:i/ynd  Id 
pride.  \% 

•  ••••••  I 

The  translation  of  *Zelmire'  is  in  prose.  But  would 
we  not  rather  hear  nervous  melodious  prose  than  vapid 
and  forced  verses  ?  Among  all  our  rhymed  translaticmg 
there  will  be  scarcely  half  a  dozen  that  are  tolerable. 
And  I  must  not  even  be  taken  at  my  word  and  asked 
to  name  them !  .  .  . 

But  does  it  repay  our  labour  to  expend  industry  on 
French  verses  until  we  have  produced  some  in  our  lan- 
guage as  watery  and  correct,  as  grammatical  and  cold? 
If  on  the  contrary  we  transfer  the  whole  poetical  dress  of 
the  French  into  our  prose,  our  prose  will  not  through  this 
become  very  poetical.  It  will  be  still  far  removed  fix)m 
the  hybrid  tone  that  has  resulted  out  of  the  prose  transla- 
tions of  English  poets,  in  which  the  use  of  the  boldest  me- 
taphors and  images,  together  with  a  measured  cadenoed 
construction,  recalls  drunkards  who  dance  without  music. 
The  expressions  will,  at  most,  not  be  raised  above  eveiy- 
day  speech,  more  than  theatrical  declamation  should  be 
raised  above  the  common  tone  of  social  conversation.  And 
therefore  I  wish  our  prosaic  translators  right  many  imita- 
tors, although  I  am  not  at  all  of  the  opinion  of  Houdar  de 
la  Motte,  that  metre  is  of  itself  a  childish  constraint  to 
which  the  dramatic  poet  least  of  all  should  submit.  For 
hero  the  only  question  is  to  choose  the  lesser  of  two  evils ; 
cither  to  sacrifice  sense  and  emphasis  to  versification,  or  to 
sacrifice  the  latter  to  the  former.  Houdar  de  la  Motte  can 
be  pardoned  for  his  opinion,  he  was  thinking  of  a  language 
in  which  the  rhythm  of  poetry  is  mere  tickling  of  the  ears, 
and  cannot  contribute  to  the  strength  of  expressions.  In 
our  language  on  the  other  hand  it  is  something  more,  we 
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•proacli  fiar  more  closely  to  the  Greeks  wlio  were  able  to 
dicate  by  the  mere  rhythm  of  their  verses  what  passions 
3re  expressed.  The  French  verses  have  only  the  value 
Btirmounted  difficulties,  and  certainly  this  is  a  miserable 
Jue. 

Herr  Borchers  played  the  part  of  Antenor  uncoitimonly 
3II  .  .  .  Herr  Borchers  has  very  much  talent  and  this 
>ne  should  insure  our  favourable  opinion  of  him,  that  he 
as  ready  to  act  old  parts  as  young  ones.  This  shows  his 
ve  for  his  art,  and  a  connoisseur  thus  distinguishes  him 
once  from  many  other  young  actors  who  want  for  ever  to 
ine  on  the  stage,  and  whose  petty  vanity  to  be  seen  and 
mired  in  nothing  but  gallant  amiable  parts  often  con- 
itutes  their  foremost  and  only  vocation  for  the  stage. 


No.  21. 
•  •  •  »  • 

On  the  twenty-seventh  evening  'Nanine,'  by  M.  de 
3ltaire,  was  performed. 

*  Nanine '  ?  asked  so-called  critics  when  this  piece  first 
►peared  in  1749.  What  sort  of  a  title  is  that?  What 
ea  does  that  give  us?  Nothing  more  and  nothing 
38  than  a  title  should.  A  title  must  be  no  bill  of  fare. 
iie  less  it  betrays  of  the  contents,  the  better  it  is.  It  is 
tter  for  both  poet  and  spectator.  The  ancients  rarely 
kve  to  their  comedies  any  other  than  insignificant  titles, 
barely  know  three  or  four  that  indicate  the  chief  per- 
nage  or  reveal  anything  of  the  plot.  To  these  belong 
.autus's  Miles  Glorioms,  But  how  is  it  that  no  one 
ks  noticed  that  only  half  this  title  belongs  to  Plautus  ? 
Lautus  called  his  play  Glorioaus,  as  he  named  another 
ruculentus.  Miles  must  be  the  addition  of  some  gram- 
arian.  It  is  true  that  the  boaster  whom  Plautus  portrays 
a  soldier,  but  his  boasts  do  not  only  concern  his  position 
id  his  military  deeds.  He  is  quite  as  boastful  on  the  sub- 
ct  of  love ;  he  vaunts  himself  to  be  not  only  the  bravest, 
it  also  the  most  amiable  and  beautiful  of  men.   Both  can 
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be  included  in  the  word  gloriosua,  but  as  soon  as  we  add 
MUea,  gloriosua  is  restricted.  Perhaps  the  grammarian  who 
made  this  addition  was  misled  by  a  passage  of  Cicero,^  but 
in  this  case  he  should  have  esteemed  Plautus  himself  moro 
than  Cicero.     Plautus  himself  says : — 

"  Alazon  Graece  huic  nomen  est  Comoedisd, 
Id  nos  latine  Gloriosum  dicimus " 

And  in  the  passage  of  Cicero  it  is  by  no  means  established 
that  just  this  play  of  Plautus  is  intended.  The  oharaciier 
of  a  boasting  soldier  appeared  in  many  plays."  .  Cicero 
may  just  as  well  have  aimed  at  the  '  Thraso'"  of  Terence. 
But  this  is  by  the  way.  I  remember  that  I  have  already 
ispoken  my  opinion  on  the  titles  of  comedies  in  generu. 
It  may  be  that  the  subject  is  not  so  insignificant.'  '  Miemy 
a  bungler  has  made  a  bad  comedy  to  a  good  title  and 
merely  on  account  of  the  good  title.  I  should  prefer  a 
good  comedy  with  a  bad  title.  If  we  investigate  what 
characters  have  already  been  treated,  scarcely  one  can  be 
thought  of  from  which  the  French  at  least  have  not 
already  named  a  play.  This  has  been  there  long  ago,  is 
the  exclamation.  And  so  has  this.  This  is  borrowed 
from  Moli^re,  that  from  Destouches.  Borrowed?  That 
comes  from  these  beautiful  titles.  What  right  of  posses- 
sion in  a  certain  character  does  a  poet  gain  by  the  fitct 
that  he  takes  his  title,  therefrom?  If  he  had  used  it 
quietly  I  could  also  use  it  quietly  again,  and  no  one  would 
on  that  account  deem  me  an  imitator.  But  let  a  man 
venture  to  write,  for  instance,  a  new  Misanthrope.  If  he 
does  not  even  take  a  trait  from  Moliere,  yet  his  misan- 
thrope will  be  always  called  only  a  copy.  Enough* 
Moliere  has  used  the  name  first.  The  other  is  in  Sie 
wrong  that  he  lives  fifty  years  later  and  that  l^nguagid 
has  not  endless  varieties  of  designation  for  the  endless 
varieties  of  the  human  mind. 

But  if  the  title  *  Nanine '  says  nothing,  the  second  title 
says  the  more :  *  Nanine,  or  Prejudice  Conquered.'  And 
why  should  a  play  not  have  two  titles  ?  Have  we  not 
two  or  three  names?  Names  are  given  to  distinguish, 
and  with  two  names  confusion  is  more  difficult  than  with 

'  De  Officiis,  lib.  1.  cap.  38. 
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one.  Concerning  the  second  title  M,  de  Voltaire  does  not 
seem  to  have  been  quite  decided.  In  the  same  edition  of 
his  works  it  is  called  on  one  page,  *  Conquered  Prejudice ' 
and  on  another,  *The  Man  without  Prejudices.*  But 
the  two  do  not  really  differ  much.  The  prejudice  in 
question  is,  that  to  the  formation  of  a  reasonable  marriage 
equality  of  birth  and  stati6n  are  requisite.  In  short,  the 
history  of  Nanine  is  the  history  of  Pamela.  Doubtless 
M.  de  Voltaire  did  not  wish  to  use  the  name  Pamela, 
becauBe  several  plays  had  already  appeared  some  years  ago 
nnder  that  name,  which  had  not  met  with  great  success. 
Boissy  and  Be  la  Chauss^'s  ♦  Pamela '  are  tolerably  vapid 
plays,  and  Voltaire  did  not  need  to  be  Voltaire  to  make 
something  better. 

*Nanine'  belongs  to  pathetic  comedy.  It  has  also 
many  laughable  scenes,  and  only  in  so  far  as  these  laugh- 
able scenes  alternate  with  the  pathetic,  Voltaire  would 
admit'  of  them  in  comedy.  An  entirely  serious  comedy, 
wherein  we  never  laugh,  not  even  smile,  wherein  we 
should  rather  always  weep,  is  to  him  a  monstrosity.  On 
the  other  hand  he  finds  the  transition  from  the  pathetic 
to  the  comic,  and  from  the  comic  to  the  pathetic,  very 
natural.  Human  hfe  is  nothing  but  a  constant  chain  of 
such  transitions,  and  comedy  should  be  a  mirror  of  human 
life.  "What  is  more  common,"  he  says,  "than  to  find 
in  one  house  an  angry  father  who  storms;  an  enamoured 
daughter  who  sighs,  a  son  who  mocks  at  both,  while 
each  relative  feels  something  different  in  the  same  scene  ? 
Very  often  we  sneer  in  one  room  at  that  which  is  agitating 
the  feelings  of  those  in  the  next  room,  and  not  rarely 
the  self-same  person  laughs  and  cries  over  the  self-same 
subject  in  the  self-same  quarter  of  an  hour.  A  very 
venerable  matron  sat  by  the  bed  of  one  of  her  daughters 
who  was  dangerously  ill.  She  was  surrounded  by  the 
whole  family.  She  was  weeping  bitterly,  and  wringing 
her  hands,  cried :  *  0  God !  leave  me,  leave  me  this  child, 
only  this  one,  you  may  take  all  the  others  instead.'  At 
this  moment  a  man  who  had  married  one  of  the  other 
daughters,  approached  the  matron,  pulled  at  her  sleeve 
and  asked:  'Madame,  the  sons-in-law  as  well?'  The 
cold-bloodedness  and  the  comio  tone  in  which  he  spoke 
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these  words,  made  sucli  an  impresBion  on  the  afflicted 
lady,  that  she  had  to  quit  the  room  shaken  by  laughter, 
all  followed  her  laughing ;  the  invalid  herself,  when  she 
heard  it,  nearly  choked  with  laughing." 

"  Homer,"  he  says  in  another  place  "  even  allowed  his 
gods  to  laugh  while  they  were  deciding  the  fate  of  the 
world,  over  the  ludicrous  scruples  of  Vulcan.  Hector 
laughs  at  the  fears  of  his  little  son  while  Andromache 
is  shedding  hot  tears.  It  will  even  happen  that  in  the 
middle  of  the  horrors  of  battle,  of  a  fire,  or  some  such 
event,  an  idea,  a  casual  joke,  evokes  uncontrollable 
laughter,  notwithstanding  all  our  anxiety,  all  our  pity. 
At  the  battle  of  Speyer  a  regiment  was  commanded  to 
give  no  quarter.  A  German  officer  begged  for  it,  and  the 
Frenchman,  whom  he  petitioned,  replied :  *  Ask  for  what 
you  like,  sir,  only  not  for  life,  I  cannot  accommodate  you 
with  that  I  *  This  naivete  ran  from  mouth  to  mouth ;  the 
soldiers  laughed  and  murdered.  How  much  sooner  then 
will  laughter  follow  pathetic  emotions  in  a  comedy? 
Does  not  Alcmena  touch  us?  Does  not  Sosia  make  us 
laugh  ?  What  miserable  and  futile  labour  then,  to  con- 
test this  experience !" 

Very  good.  But  does  not  M.  de  Voltaire  also  contend 
against  experience  when  he  declares  a  wholly  serious 
comedy  to  be  a  species  as  tedious  as  it  is  faulty  ?  Perhaps 
his  contention,  when  he  wrote,  was  not  yet  against  expe- 
rience. But  at  that  time  there  was  no  *  Cenie,'  no  '  P4re 
de  famille ' ;  and  there  is  much  that  genius  must  really 
create  first,  before  we  can  recognise  it  as  possible. 

No.  22. 
•  •  •  •  « 

On  the  thirtieth  evening  Thomas  Comeille's  play  of 
*  The  Earl  of  Essex '  was  performed. 

This  tragedy  is  almost  the  only  one  of  the  consider- 
able number  of  plays  written  by  the  younger  Comeille 
that  has  maintained  its  character  as  an  acting  play  OQ' 
the  French  stage.  And  I  believe  it  is  still  more  fre- 
quently performed  on  the  German  stage  than  on  the 
French.  It  dates  from  1678,  forty  years  after  Calprenede 
had  treated  the  same  theme. 
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"It  is  certain,"  writes  Comeille,  "that  the  Earl  of 
Bssex  stood  in  especial  favour  with  Queen  Elizabeth. 
By  nature  he  was  proud.  The  services  he  had  rendered 
to  England  inflated  his  pride  still  more.  His  enemies 
iccused  him  of  a  secret  understanding  with  the  Earl 
>f  Tyrone,  whom  the  Irish  rebels  had  chosen  as  their 
eader.  The  suspicion  that  rested  on  him  because  of 
:hiB  matter,  deprived  him  of  the  commandership-in- 
jliief.  He  was  embittered,  returned  to  London,  incited 
ihe  mob  to  rebel,  was  arrested,  and  condemned,  and  finally 
Doheaded  on  Feb.  26,  1601,  because  he  would  not  entreat 
pardon.  Thus  much  has  history  lent  me.  If  I  should 
be  accused  of  having  violated  history  in  an  important 
3oint,  because  I  have  not  used  the  incident  of  the  ring, 
^iven  to  the  Earl  by  the  Queen  as  a  guarantee  of  her  un- 
conditional pardon  should  he  ever  prove  guilty  of  high 
treason ;  I  must  own  it  would  surprise  me.  I  am  assured 
that  this  ring-story  is  an  invention  of  Calprenede's ;  at 
[east  I  have  found  nothing  about  it  in  any  historian." 

Unquestionably  Comeille  was  at  liberty  to  use  or  leave 
done  this  incident  of  the  ring ;  but  he  went  too  far  when 
[le  declared  it  as  a  poetical  invention.  Its  historical  truth 
bas  recently  been  placed  almost  beyond  doubt ;  and  such 
3arefal  sceptical  historians  as  Hume  and  Eobertson  have 
admitted  it  into  their  works. 

Robertson,  when  speaking  in  his  *  History  of  Scot- 
land,' of  the  deep  melancholy  that  overcame  Elizabeth 
shortly  before  her  death,  says :  "  The  common  opinion  at 
that  time  and  perhaps  the  most  probable  was,  that  it 
flowed  from  grief  for  the  Earl  of  Essex.  She  retained 
in  extraordinary  regard  for  the  memory  of  that  unfor- 
tunate nobleman;  and  though  she  often  complained  of 
[lis  obstinacy,  seldom  mentioned  his  name  without  tears. 
A.n  accident  happened  soon  after  her  retiring  from 
Richmond  which  revived  her  affection  with  new  tender- 
less  and  embittered  her  sorrows.  The  Countess  of 
N^ottingham,  being  on  her  death-bed,  desired  to  see  the 
Jueen,  in  order  to  reveal  something  to  her,  without  dis- 
jovering  which  she  could  not  die  in  peace.  When  the 
3ueen  came  into  her  chamber  she  told  her  that  while 
Essex  lay  under  sentence  of  death,  he  was  desirous  of 
imploring  pardon  in  the  manner  in  which.  t\i^  Q}\cife\:L\v^^ 
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herself  prescribed,  by  returning  a  ring,  wbidi  during  the 
height  of  his  favour  she  had  given  him,  with  a  promiBe 
that  if,  in  any  future  distress,  he  sent  that  back  to  her  as 
a  token,  it  should  entitle  him  to  her  protection,  that 
Lady  Scrope  was  the  person  he  intended  to  employ  in 
order  to  present  it ;  that,  by  a  mistake,  it  was  put  into 
her  hands  instead  of  Lady  Scrope's,  and  that  she, 
having  communicated  the  matter  to  het  husband,  one  of 
Essex's  most  implacable  enemies,  h6  had  forbid  her  to 
carry  it  to  the  Queen,  or  return  it  to  the  Earl.  The 
Countess  having  thus  disclosed  her  secret,  begged  the 
Queen's  forgiveness,  but  Elizabeth,  who  now  saw  both  the 
malice  of  the  Earl's  enemies,  and  how  unjustly  she  had 
suspected  him  of  inflexible  obstinacy,  replied :  '  Gk)d  may 
forgive  you,  but  I  never  can ! '  and  left  the  room  in  great 
emotion.  From  that  moment  her  spirit  sank  entirely, 
she  could  scarce  taste  food,  she  refused  all  the  medicines 
prescribed  by  her  physicians ;  declaring  that  she  wish^ 
to  die  and  would  live  no  longer.  No  entreaty  could  pre- 
vail on  her  to  go  to  bed  ;  she  sat  on  cushions  during  ten 
days  and  nights,  pensive  and  silent,  holding  her  finger 
almost  continually  in  her  mouth,  with  her  eyes  open  and 
fixed  on  the  ground.  .  .  .  Wasted  at  last,  as  well  by 
anguish  of  mind  as  by  long  abstinence,  she  expired 
without  a  struggle." 

No.  23. 

M.  de  Voltaire  has  criticised  this  *  Essex*  in  a  very 
curious  manner.  I  should  not  like  to  maintain  in  opposi- 
tion to  him  that  '  Essex '  is  an  excellent  play,  but  it  is 
easy  to  prove  that  many  of  the  faults  he  blames,  in  part 
are  not  there  at  all,  or  are  such  petty  matters  that  they 
ehow  on  his  part  a  want  of  proper  and  dignified  perception 
of  the  nature  of  tragedy. 

It  is  one  of  the  weaknesses  of  M.  de  Voltaire  to  be  a 
very  profound  historian.  When  therefore  he  criticised 
*  Essex '  ho  mounted  this  battle-steed  and  proudly  galloped 
round  about  the  arena.  What  a  pity  therefore,  that  all 
the  heroic  deeds  he  ])erformed  thus  mounted,  were  not 
worth  the  dust  that  lie  raised ! 

According  to  him  Thomas   Comeille  knew  little  of 
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English  history,  and  happily  for  the  poet,  the  public  of 
his  day  was  yet  more  ignorant.  Now,  says  M.  de  Voltaire, 
•  y^'e  know  Qneen  Elizabeth  and  the  Earl  of  Essex  better ; 
'now  such  gross  blunders  against  historical  accuracy 
would  be  more  sharply  censured  in  a  poet. 

And  what  are  these  blunders  ?  Voltaire  has  reckoned 
out  that  the  queen  was  sixty-eight  years  old  at  the  ttime 
when  she  caused  Essex  to  be  condemned.  It  would  be 
ludicrous  therefore,  he  says,  to  suppose  that  love  had  the 
fEontest  share  in  this  transaction.  Why  so  ?  Do  no 
ludicrous  things  happen  in  this  world?  Or  is  it  so 
ludicrous  to  fancy  a  ludicrous  thing  has  happened? 
Hume  tells  of  the  state  of  agitation  and  painful  un- 
cettainty  in  which  the  queen  found  herself  after  the 
verdict  had  been  pronounced  oh  Essex.  Eevenge  and 
inclination,  pride  and  pity,  concern  for  her  own  safety 
and  sorrow  for  the  life  of  her  favourite  were  at  war 
ivithin  her;  she  was  perhaps  even  more  to  be  pitied 
in  this  state  of  self-torture  than  Essex  himself.  She 
signed  and  countermanded  the  warrant  for  his  execution 
time  after  time ;  now  she  was  resolved  to  deliver  him 
over  to  death;  a  moment  after  and  her  tenderness  for 
lum  arose  afresh  and  he  was  to  live.  Essex's  enemies  did 
•not  lose  sight  of  her,  they  told  her  that  he  himself  desired 
to  die  and  that  he  had  asserted  that  she  could  never  be  in 
safety  while  he  lived.  It  is  likely  that  this  proof  of 
penitence  and  concern  for  the  safety  of  the  queen 
produced  an  eflfect  quite  contrary  to  that  intended  by 
these  enemies.  It  fanned  the  flame  of  the  old  passion 
she  had  so  long  indulged  towards  the  unhappy  prisoner. 
But  what  chiefly  hardened  her  heart  against  him  was 
his  supposed  obstinacy  in  never  suing  for  pardon.  She 
hourly  expected  such  an  application  for  mercy  and  it  was 
only  from  anger  that  it  did  not  come,  that  she  at  last 
allowed  justice  to  take  its  course. 

Why  should  Elizabeth  not  have  loved  in  her  sixty- 
eighth  year,  she  who  so  loved  to  be  loved  ?  she  who  was 
60  flattered  when  her  beauty  was  praised  ?  she  who  was 
60  gratified  if  any  seemed  to  bear  her  chains  ?  In  every 
respect  the  world  can  rarely  have  seen  a  vainer  woman. 
Her  courtiers  therefore  all  simulated  love  for  her  and 
employed  terms  of  absurdest  gallantry  witlo.  ^^Y^'^^&x'axL^^ 
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of "  sincerity  when  addressing  Her  Majesty.  When 
Ealeigh  fell  into  disgrace,  lie  wrote  a  letter  to  his  Mend  i 
Cecil,  tliat  was  intended  beyond  doubt  to  be  shown  to  the  f 
queen,  in  which  he  named  her  a  Venus,  a  Diana  and  1  [ 
know  not  what  else.  And  yet  this  goddess  already 
numbered  sixty  years.  Five  years  later  Henry  TJnton, 
her  ambassador  in  France,  held  the  same  language  to 
her.  In  short  Comeille  was  amply  justified  in  giving  her 
character  all  the  amorous  weaknesses  whereby  he  cotdd 
produce  the  interesting  conflict  between  the  tender  woman 
and  the  haughty  queen. 

Neither  has  Comeille  falsified  or  distorted  the  character 
of  Essex.  Essex,  says  Yoltaire,  was  not  the  hero  that 
Comeille  makes  him,  he  never  did  anything  remarkable. 
But  if  he  was  not  this,  he  believed  that  he  was.  The 
destruction  of  the  A:«Tnada,  the  conquest  of  Cadiz,  in 
which  Voltaire  allows  him  little  or  no  share,  he  held  to 
be  so  much  his  achievement,  that  he  would  not  tolerate 
any  one  else  to  claim  the  least  honour  in  the  matter.  He 
offered  to  prove  it,  sword  in  hand  against  the  Earl  of 
Nottingham  under  whom  he  had  held  his  command; 
against  his  son ;  against  each  of  his  relations. 

Comeille  lets  the  Earl  speak  contemptuously  of  his 
enemies,  especially  of  Ealeigh,  Cecil  and  Cobham.  Neither 
will  Voltaire  suffer  this.  It  is  not  permissible,  he  says, 
thus  to  distort  modem  history  and  to  treat  men  of  such 
noble  birth  and  such  great  merit  thus  unworthily.  But 
it  is  not  the  question  here  whkt  ^these  men  were,  but 
what  Essex  deemed  them,  and  Essex  was  proud  enough 
of  his  own  merits  to  be  convinced  they  could  have  none. 

AVhen  domeille  lets  Essex  say  that  it  had  depended 
only  on  his  will  to  mount  the  throne,  he  certainly  lets 
him  say  something  that  was  still  far  removed  from  truth. 
But  Voltaire  did  not  on  that  account  need  to  exclaim, 
"How?  Essex  on  the  throne?  And  by  what  right? 
Under  what  pretence?  How  could  that  have  been 
possible?"  For  Voltaire  should  have  recollected  that 
Essex  descended  from  the  royal  house  by  the  maternal 
side,  and  that  there  really  were  adherents  of  his  foolish 
enough  to  count  him  among  those  who  could  lay  claim 
to  the  throne.  When  therefore  he  entered  into  secret 
negotiations  with  King  James  of  Scotland,  his  first  step 
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was  to  assure  him  that  he  himself  did  not  entertain  snoh 
ambitions  thoughts.  What  he  thus  denied  himself  is 
not  much  less  than  what  Comeille  lets  him  assume. 

While  therefore  Voltaire  finds  nothing  but  historical 
perversions  throughout  the  play,  he  himself  is  guilty  of 
no  mean  distortions.  One  of  these  has  been  already 
ridiculed  by  Walpole,^ 

When  for  example  Voltaire  desires  to  name  the  old 
lovers  of  Queen  Elizabeth,  he  names  Eobert  Dudley  and 
the  Earl  of  Leicester.  He  did  not  know  that  both  are  one 
person  and  that  we  might  as  fitly  make  the  poet  Arouet 
and  the  Chamberlain  de  Voltaire  into  two  distinct 
persons.  His  mistake  with  regard  to  the  box  on  the 
ear  given  by  the  queen  to  Essex  is  equally  unpardonable. 
It  is  not  true  that  ha  received  it  after  his  luckless  expedi- 
tion to  Ireland ;  he  had  received  it  long  before ;  and  it  is 
]UBt  as  little  true  that  he  tried  at  the  time  to  pacify  the 
queen's  anger  by  the  smallest  concession,  but  on  the 
contrary  he  expressed  his  irritation  thereat  in  the  liveliest 
and  noblest  manner  both  verbally  and  in  writing.  Neither 
did  he  take  the  first  step  towards  reinstatement  in  the 
royal  favour;  the  queen  had  to  take  it. 

But  what  does  the  historical  ignorance  of  M.  de 
Voltaire  concern  me  ?  As  little  as  the  historical  ignorance 
of  Comeille  should  have  concerned  him.  And  in  truth  I 
only  want  to  defend  Comeille  against  him. 

Granted  that  the  whole  of  ComeiUe's  tragedy  is  a 
romance :  if  it  is  pathetic,  does  it  become  less  pathetic 
because  the  poet  has  employed  real  names  ? 

Why  does  the  tragic  poet  choose  real  names  ?  Does  he 
take  his  characters  out  of  these  names,  or  does  he  take 
these  names  because  the  characters  that  history  lends  to 
them  have  more  or  less  resemblance  to  the  characters 
that  he  intends  to  portray  in  his  plot  ?  I  do  not  speak  of 
the  manner  in  which  most  tragedies  have  perhaps  arisen, 
but  how  they  should  arise. 

Or  to  express  myself  after  the  usual  practice  of  authors  ; 
is  it  the  mere  facts,  the  circumstances  of  time  and  place, 
or  is  it  the  characters  of  the  persons  that  make  the  facts 

»  The  Castle  of  Otranto,  Pref. 
VOL.  III.  V 
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a  reality,  that  have  induced  the  author  to  choose  this  fact 
rather  than  another  as  the  subject  of  his  play?  If  it 
is  the  characters,  then  the  question  is  instantly  decided 
how  far  the  poet  may  depart  from  historical  accuracy. 
In  all  that  does  not  concern  the  characters,  as  far  as 
he  likes.  Only  the  characters  must  remain  sacred  to 
him.  To  strengthen  these,  to  depict  them  in  their  beet 
light  is  all  that  he  may  add  on  his  own  ac€K>unt :  the 
smallest  essential  change  would  annul  the  reasons  why 
they  bear  these  and  not  other  names,  and  nothing  offencb 
us  more  than  that  for  which  we  can  find  no  re.ason. 

No.  24. 

If  the  character  of  Corneille's  Elizabeth  is  the  poetical 
ideal  of  the  true  character'  that  history  has  given  to  this 
queen,  if  we  find  in  it  the  irresolution,  the  contradictions, 
the  anxiety,  remorse,  despair  which  did'  befall  or  could 
really  have  befallen  a  proud  and  tender  heart  like  that  of 
Elizabeth  under  this  or  that  circumstance  of  life  ;  if  these 
feelings,  I  say,  have  been  portrayed  with  true  colours^ 
then  th^  poet  has  done  all  that  his  duty  as  poet  requires 
of  him.  To  examine  his  work,  chronology  in  hand,  to 
bring  him  before  the  judgment-seat  of  history  that  he 
may  produce  testimony  for  every  date,  for  every  casual 
allusion  even  of  those  persons  about  whom  history  itself  is 
in  doubt,  is  to  mistake  his  calling,  while  it  is  mere  . 
cavilling  when  it  proceeds  from  those  to  whom  we  cannot  I 
attribute  such  misunderstanding.  i 

True,  in  M.  de  Voltaire  it  might  easily  be  neither  | 
misunderstanding  nor  chicane.  For  Voltaire  is  himself  a 
tragic  poet  and  unquestionably  a  far  greater  one  than  the 
younger  Comeille.  Otherwise  it  would  be  possible  to  be 
master  of  an  art  and  yet  to  have  false  conceptions  con- 
cerning that  art.  And  as  regards  chicane,  all  the  world 
knows  that  this  is  not  his  manner.  What  looks  like  it 
occasionally  in  his  works  is  nothing  but  waywardness; 
from  sheer  waywardness  he  now  and  then  plays  the  part 
of  historian  in  poetics,  in  history  that  of  philosopher,  and 
in  philosophy  that  of  wit. 

Was  ho  to  know  for  nothing  that  Elizabeth  was  sixty* 
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eight  years  old  wlien  she  had  the  earl  beheaded? 
Jealous,  in  love  in  her  sixty-eighth  year !  Added  to  this, 
Elizabeth's  large  nose,  what  ludicrous  whimsicalities  must 
arise  therefrom  !  Only  after  all,  these  merry  drolleries  are 
to  be  found  in  the  commentary  on  the.  tragedy,  just  in  the 
very  place  where  they  have  no  business  to  be.  The  poet 
would  have  been  justified  in  saying  to  his  commentator : 
"  My  dear  Mr.  Annotator,  these  drolleries  belong  to  your 
nniversal  history,  not  to  my  text.  For  it  is  false  that 
my  Elizabeth  is  sixty-eight  years  old.  Pray  show  me 
where  I  have  said  so.  What  is  there  in  my  play  that 
hinders  you  from  assuming  her  to  be  about  the  same  ago 
as  Essex?  You  say:  But  she  was  not  the  same  age. 
WTiich  she  ?  The  Elizabeth  iii  your  '  Eapin  de  Thoyras  * ; 
that  may  be.  Bufc  why  did  you  read  'Eapin  de 
Thoyias'?  Why  are  you  so  learned?  Why  do  you 
confound  that  Elizabeth  with  mine?  Do  you  seriously 
believe  that  the  remembrance  of  what  they  have  read  in 
^Rapin  de  Thoyras'  at  some  past  time  will  be  more 
vividly  present  to  this  or  that  person  among  the  audience, 
than  the  sensuous  impression  that  a  well-formed  actress 
in  her  prime  will  make  upon  him  ?  For  he  sees  my 
Elizabeth,  and  his  own  eyes  convince  him  that  it  is  not 
your  sexagenarian  Elizabeth.  Or  will  he  believe  '  Eapin 
de  Thoyras '  more  than  his  own  eyes  ?  " 

Thus  dlso  could  the  poet  explain  the  part  of  Essex. 
"  Your  Essex  in  *  Eapin  de  Thoyras,' "  he  could  say,  "  is 
only  the  embryo  of  mine.  What  that  one  assumes  to  be, 
mine  is ;  what  that  one  would  perhaps  have  done  for  the 
queen  under  favourable  circumstances,  mine  has  done. 
Why  you  hear  that  the  queen  herself  admits  this. 
Will  you  not  believe  my  queen  as  much  as  'Eapin  do 
Thoyras's'  ?  My  Essex  is  a  man  of  worth,  a  great  man, 
but  proud  and  inflexible.  Yours  was  in  truth  neither 
great,  nor  proud,  nor  inflexible;  so  much  the  worse  for 
liim.  It  suffices  for  me  that  he  was  great  and  inflexible 
enough  to  justify  me  in  giving  his  name  to  the  character 
I  have  abstracted  therefrom." 

In  short,  tragedy  is  not  history  in  dialogue.  History  is 
for  tragedy  nothing  but  a  storehouse  of  names  wherewith 
we  are  used  to  associate  certain  characters.     If  the  poet 
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finds  in  history  circumstances  that  are  convenient  for  the 
adornment  or  individualising  of  his  subject ;  well,  let  him 
use  them.  Only  this  should  be  counted  as  little  a  merit 
us  the  contrary  is  a  crime. 

Excepting  this  point  of  historical  accuracy,  I  am  very 
ready  to  subscribe  to  the  rest  of  M.  de  Voltaire's  critidsiiL 
*  Essex '  is  a  mediocre  play,  both  as  regards  intrigue  and 
style.  To  make  the  earl  the  sighing  lover  of  an  Iretoii; 
to  bring  him  to  the  scaffold  more  from  despair  that  she 
cannot  be  his,  than  from  a  noble  pride  whicn  will  not  kt 
him  descend  to  excuses  and  prayers :  that  was  the  most 
unfortunate  conception  that  Comeille  ever  conceived,  bat 
which,  as  a  Frenchman,  he  could  not  help  having.  The 
style  which  is  weak  in  the  original,  has  become  almoit 
abject  in  the  translation.  But  taken  as  a  whole,  the  play 
does  not  want  in  interest,  and  has  here  and  there  aome 
felicitous  lines,  that  are  however  happier  in  French  ihaB 
in  German.  "The  actors,"  adds  M.  de  Voltaire,  "par- 
ticularly the  provincial  ones,  are  very  fond  of  playine  the 
part  of  Essex,  because  they  can  appear  with  an  enumn- 
•dered  ribbon  under  their  knee  and  a  large  blue  libbob 
over  their  shoulders.  The  earl  is  a  hero  of  the  fint 
order,  who  is  pursued  through  envy :  this  makes  as 
impression.  Moreover,  the  number  of  good  tragedieB 
that  exist  among  all  the  nations  on  the  globe  is  so  small 
that  those  which  are  not  quite  bad,  will  still  attract 
spectators,  if  only  they  are  supported  by  good  actors." 

He  confirms  this  general  statement  by  various  separat4> 
observations,  that  are  as  acute  as  they  are  correct,  and  | 
which  it  might  be  well  to  recall  at  a  future  representa- 
tion. I  will  therefore  retail  the  chief  of  these  here, 
firmly  convinced  that  criticism  does  not  interfere  with 
enjoyment  and  that  those  who  have  learnt  to  judge  a 
piece  the  most  severely  are  always  those  that  visit  the 
theatre  the  most  frequently. 

"  The  part  of  Cecil  is  a  secondary  and  a  very  chilly 
one.  To  paint  such  fawning  flatterers  the  poet  must  be 
master  of  those  colours  wherewith  Racfne  painted  his 
Narcissus.  The  Duchess  of  Ireton  as  he  paints  her  is  a 
«ensible,  virtuous  woman,  who  neither  desired  to  draw 
down  on  herself  the  anger  of  hor  queen  by  her  love  for  the 
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earl,  nor  wished  to  marry  her  lover.  This  character  would 
be  very  fine  if  it  possessed  more  life  and  if  it  at  all  contri- 
buted towards  the  unravelling  of  the  plot ;  but  here  it 
only  stands  in  the  character  of  a  friend.  That  is  not 
sufficient  for  the  stage. 

**  It  seems  to  me  that  all  that  is  said  and  done  by  the 
persons  in  this  tragedy  is  still  lame,  confused,  and  indis- 
tinct. Action  must  be  definite,  the  plot  clear  and  every 
sentiment  plain  and  natural ;  these  are  the  primary  and 
essential  rules.  But  what  does  Essex  want?  What  is 
Elizabeth's  intention?  Wherein  does  the  earl's  crime 
oonsist  ?  Is  he  guilty  or  is  he  wrongfully  accused  ?  If 
the  queen  thinks  him  innocent  she  must  take  his  part. 
If  he  is  guilty,  then  it  is  very  absurd  to  let  his  confidante 
say  that  he  is  far  too  proud  even  to  sue  for  mercy.  This 
pride  would  suit  a  virtuous  innocent  hero,  but  does  not 
become  a  man  who  is  convicted  of  high  treason.  He  is  to 
humiliate  himself,  says  the  queen.  Ought  that  to  be  her 
leal  disposition  if  she  loves  him  ?  If  he  does  humble 
himself^  if  he  has  accepted  her  pardon,  will  he  love 
inizabeth  more  than  before  ?  I  love  him  a  hundred  times 
more  than  myself,  says  the  queen.  Ah,  Madam,  if  it  has 
oome  to  this  point,  if  your  passion  has  become  so  ardent, 
why  then  do  you  not  examine  into  your  lover's  accusa- 
tions yourself,  instead  of  permitting  his  enemies  to  per- 
secute him  and  oppress  him  in  your  name,  as  is  af&rmed 
though  without  reason,  throughout  the  whole  play. 

"Neither  is  it  possible  to  discern  whether  the  earl's 
friend,  Salisbury,  deems  him  innocent  or  guilty.  He 
represents  to  the  queen  that  appearances  are  often  decep- 
tive, that  everything  was  to  be  feared  from  the  party 
feeling  and  injustice  of  his  judges.  Nevertheless,  he 
appeals  to  the  queen's  mercy.  Why  need  he  do  this,  if 
he  did  not  hold  his  friend  guilty  ?  What  is  the  spectator 
to  believe?  He  does  not  know  what  to  make  either  of 
the  earl's  conspiracy  or  of  the  queen's  regard  for  him. 

"Salisbury  tells  the  queen  that  the  earl's  signature 
has  been  forged.  Yet  it  does  not  occur  to  the  queen  to 
investigate  such  an  important  point.  Nevertheless  as  a 
queen  and  as  a  lover  she  was  bound  so  to  do.  She  does 
not  even  reply  to  this  suggestion  which  she  should  have 
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seized  upon  eagerly.     She  only  replies  that  the  earl  is 
too  prond  and  that  she  insists  upon  his  suing  for  meroyv 

'^  But  why  should  he  sue  for  meroy  if  his  signature  was 
forged?" 

No.  25. 

"Essex  himself  protests  his  innocenoe;  but  why  will 
ho  die  rather  than  conYinco  the  queen?  His  enemies 
have  calumniated  him ;  he  can  destroy  them  by  a  sinffle 
word ;  why  does  ho  not  do  so  ?  Is  that  in  accordanoe  with 
the  character  of  a  proud  man?  If  his  love  for  Ireton 
makes  him  act  thus  unreasonably  the  po^t  should  have 
shown  him  more  under  the  mastery  of  this  passion 
throughout  the  play.  The  heat  of  passion  can  exoose 
everything,  but  we  do  not  see  him  in  this  heat. 

"  The  pride  of  +he  queen  is  in  constant  opposition  to 
the  pride  of  Essex;  such  a  contest  can  please  eheaply. 
But  if  it  is  only  piide  that  makes  them  act  thus,  men 
both  in  Elizabeth  and  in  Essex  it  is  mere  obstinacy.  :  He 
is  to  crave  my  pardon  ;  I  will  not  crave  her  pardon.;  this 
is  the  eternal  burden.  The  spectator  must  forget  that 
Elizabeth  is  either  very  absurd  or  very  unjust,  when  she 
demands  that  the  earl  is  to  crave  pardon  for  a  crime 
which  neither  he  has  committed  nor  she  investigated. 
He  must  forget  this  and  he  really  does  forget  it,  to  occupy 
himself  only  with  the  sentiments  of  pride  that  are  so  flat- 
tering to  the  human  heart 

"  In  short,  no  single  part  in  this  tragedy  is  what  it 
should  be,  all  are  perverted  and  yet  the  play  has  pleased. 
Whence  this  pleasure  ?  Obviously  out  of  the  situation  of 
the  personages  that  is  touching  in  itself.  A  great  man 
who  is  led  to  the  scaffold  will  always  interest ;  the  repre- 
sentation of  his  fate  makes  an  impression  even  without 
the  help  of  poetry ;  very  nearly  the  same  impression  that 
reality  itself  would  make." 

So  much  is  the  tragic  poet  dependent  on  his  choice  of 
subject.  Through  this  alone  the  weakest  and  most  con- 
fused play  can  achieve  a  kind  of  success,  and  I  do  not 
know  how  it  is  that  in  such  plays  good  actors  always 
show  themselves  to  best  advantage.     A  masterpieoa  is 
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rarely  as  well  represented  as  it  is  'written.  Mediocrity 
always  fares  better  with  the  actors.  Perhaps  because 
they  can  put  more  of  themselves  inta  the  mediocre ;  per-r 
haps  because  the  .mediocre  leaves  us  more  time  and  repose 
to  observe  their  acting ;  perhaps  because  in  the  mediocre 
everything  turns  upon  one  or  two  prominent  characters, 
whereas  in  a  more  perfect  play  every  person  demands  a 
fizst-rate  actor,  and  if  they  are  not  this,  in  apoiiing  their 
part  they  also  help  to  spoil  the  whole.  : 

In  'Essex'  all  these  and  various  other  causes  combine; 
Neither  the  eaii  nor  the  queen  is  delineated  by  the  ipoet 
with  such  force  that  their  parts  cannot  be  strengthened 
by  the  actors.  Essex  does  not  speak  so  proudly  but  that 
the  actor  can  show  .greater  pride  in  every  posture,  every 
look,  every  situation.  .Indeed  it  is  essential  to  pride  that 
it  express  itself  more  by  outward  bearing  than  by  words. 
Essex's  words  are  often  modest,  and  he  lets  us  see  rather 
than  hear,  that  it  is  a  proud  modesty.  This  role  must 
therefore  necessarily  gain  in  representation.  Neither  can 
the  subordinate  parts  have  an  evil  influence  upon  him ; 
the  more  subduedly  Cecil  and  Salisbury  are' performed^ 
the  more  prominent  will  Essex:  be.'.  *  I  need  therefore 
not  relate  in  detail,  how  excellently  Eckhof  performed 
that  which  even  the  most  indifferent  actor  cannot  wholly 
spoil. 

This  is  not  quite  the- case  with  Elizabeth's  part,  yet 
even  she  can  scarcely  fail  utterly.  Elizabeth  is  as 
affectionate  as  she  is  proud,  and  J.  willingly  believe 
that  a  female  heart  can  be  both  at  once,  but  how  an 
actress  can  represent  both  well,  that  I  do  not  properly 
comprehend.  In  nature  we  do  not  ascribe  much  tenderr- 
ness  to  a  proud  woman,  nor  much  pride  tot*  tender 
one.  We  do  not  ascribe  it,  I  say ;  for.  the  distinctive 
signs  of  the  one  contradict  the  signs  of  the  other.  It  is 
a  miracle  if  both  'are  equally  exhibited;  and  if  one  of 
these  is  especially  in  her  power,  then  the  passion  that  ex- 
presses itself  through  the  •  other  can  be  felt,  but  scarcely 
we  believe,  felt  as  powerfully  as  she  says.  Now  how 
can  an  actress  go  beyond  nature?    If  her  figure  is  ma- 

£stic,.if  her  voice  is  full  and  masculine,  if  her  mien  is 
dd,  if  her  movements  are  rapid  and  decided,  then  the 
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proud  parts  will  be  rendered  admirably  by  her ;  bat  how 
about  the  tender  ones  ?  If,  on  the  other  hand,  her  fignn 
is  less  imposing,  if  her  looks  speak  gentleness,  her  eyes  ft 
modest  fire,  her  voice  more  melody  than  majesty,  her 
movements  more  grace  and  dignity  than  power  and  in- 
tellect, then  the  tender  parts  will  be  rendered  admirably 
by  her,  but  how  about  the  proud  ones?  She  will  not  mar 
them,  certainly  not,  she  will  exhibit  them  sufficiently,  m 
shall  see  an  offended  angry  lover  in  her,  only  no  Elizabeih 
who  was  masculine  enough  to  send  home  her  general  and 
lover  with  a  box  on  the  ear.  I  think  therefore,  that  the 
actresses  who  could  exhibit  to  us  this  twofold  Elisabeth 
with  equal  skill,  are  even  rarer  than  the  Elizabeths  them- 
selves, and  we  can  and  must  be  satisfied  if  one  half  of  the 
character  is  played  well  and  the  other  half  is  not  totallj 
overlooked. 

Madame  Loewen  pleased  greatly  in  the  part  of  Elin- 
beth,  and  applying  my  general  remark  to  her,  she  let  ub 
see  and  hear  more  of  the  tender  woman  than  the  piioiid 
monarch.  Her  figure,  her  voice,  her  modest  action  led 
us  to  expect  nothing  else,  and  I  think  that  our  enjoyment 
lost  nothing  thereby.  For  if  one  part  of  this  oharaoter 
must  of  necessity  obscure  the  other,  if  it  cannot  be  but 
that  either  the  queen  or  the  loving  woman  must  su£for, 
I  think  it  is  preferable  that  something  of  the  pride  of 
the  queen  be  lost,  rather  than  the  tenderness  of  the  loving 
woman. 

It  is  not  only  my  individual  opinion  when  I  judge 
thus ;  still  less  is  it  my  intention  thereby  to  compliment 
a  lady  who  would  still  be  a  great  artist,  whether  or  no 
she  had  succeeded  in  this  part.  I  only  know  one  way  in 
which  to  flatter  an  artist  of  my  own  or  of  the  other  sex ; 
and  this  consists  in  assuming  that  they  are  far  removed  from 
all  vanity,  that  art  is  above  all  else  in  their  estimation, 
that  they  like  to  be  judged  openly  and  freely,  and  would 
now  and  then  be  criticized  falsely  rather  than  seldom. 
Whoever  does  not  understand  such  flattery,  in  him  I 
must  confess  myself  mistaken  and  he  does  not  deserve 
that  we  should  study  him.  The  true  artist  will  not  even 
believe  that  we  see  and  comprehend  his  perfections,  how- 
ever much  noise  we  may  make  about  them,  until  ho 
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perceiveB  that  we  also  have  an  eye  and  an  ear  for  hit* 
shortoomings.  He  will  smile  to  himself  at  our  unreserved 
admimtion,  and  only  the  praise  of  him  who  also  has 
courage  to  blame  him,  will  touch  him  nearly. 

I  was  about  to  say  that  reasons  might  be  assigned  why 
the  actress  should  emphasize  the  tender  rather  than  the 
proud  Elizabeth.  She  must  be  proud,  that  is  conceded 
and  that  she  is  proud,  we  hear.  The  question  is  only, 
whether  she  shoidd  appear  more  tender  than  proud,  or 
more  proud  than  tender ;  whether  if  we  have  the  choice 
between  two  actresses  we  should  rather  elect  her  as 
Elizabeth  who  can  express  the  offended  queen  with  all 
the  attributes  of  vengeful  severity  and  majesty,  or  her 
who  can  play  the  jealous  loving  woman  with  all  her 
injured  feelings  of  slighted  love,  with  all  her  readiness  to 
pardon  the  beloved  criminal,  with  all  her  anxiety  at  his 
obstinacy,  her  sorrow  at  his  loss  ?    And  I  say ;  the  latter. 

For,  m  the  first  place,  the  repetition  of  the  same 
obaracter  is  thus  avoided.  Essex  is  proud,  and  if  Elizabeth 
18  to  be  proud  also,  she  must  be  so  in  a  different  way.  If 
in  the  earl  tenderness  is  subordinate  to  pride,  in  the 
queen  tenderness  must  vanquish  her  pride.  If  Essex 
asanmes  a  higher  tone  than  belongs  to  him,  then  the 
qneen  must  appear  to  be  something  less  than  she  is.  To 
let  both  walk  on  stilts,  their  noses  in  the  air,  looking 
down  with  contempt  upon  all  around  them,  would  be 
tedious  monotony.  We  must  not  be  led  to  think  that 
Elizabeth,  if  she  were  in  Essex's  place,  would  act  like 
Essex.  The  result  shows  that  she  is  more  flexible,  she 
must  therefore  from  the  beginning  be  less  haughty  in 
her  bearing.  The  person  who  is  established  by  external 
position  in  a  high  place,  needs  to  make  less  effort  than 
he  who  has  won  this  place  through  his  own  inner  power. 
We  know  for  all  that,  that  Elizabeth  is  the  queen,  even  if 
Essex  gives  himself  more  royal  airs. 

Secondly  it  is  more  fitting  to  tragedy  that  the  cha- 
racters should  rise  in  their  sentiments,  not  descend  in  them. 
It  is  preferable  that  a  tender  character  should  have 
moments  of  pride,  rather  than  that  a  proud  one  should  be 
carried  away  by  tenderness.  The  one  is  elevating,  the 
other  rather  the  contrary.    A  grave  queen,  with  wrinkled 
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brow,  a  look  that  intimidates  all,  avoico  that  alone  woi 
cominand  obedience,  if  such  a  one  breaks  out  ii 
iove^sick  moans  and  sighs  for  the  little  satisfactions 
her  passions,  it  is  almost,  almost  ludicrous.  A  lover 
the  other  hand  who  is  reminded  by  her  jealousy  that  s 
is  a  queen,  raises  herself  above  herself,  and  her  weakni 
l>ecomes  terrible. 

No.  26. 


The    thirty- second    evening  'Semiramis'    by  M. 
Voltaire  was  repeated. 

Since  the  orchestra  in  our  dramas  in  a  measure  fills  i 
place  of  the  ancient  choruses,  connoisseurs  have  lo; 
desired  that  the  music  played  before  and  between  and  aft 
the  acts,  should  be  more  in  accord  with  the  substanoe 
these  acts.  Herr  Scheibe  is  the  first  among  musicians 
perceive  a  wholly  new  field  for  art  in  this  matter.  He  I 
comprehended  that  if  the  emotions  of  the  spectators  f 
not  to  be  weakened  or  broken  in  an  unpleasant  mann 
every  drama  requires  its  own  musical  accompanijoie] 
He  therefore  made  the  attempt  as  early  as  1738  wi 
'  Polyeucto  *  and  '  Mithridates  *  to  compose  suitable  syi 
phonies  to  eveiy  play,  and  these  were  performed  in  t 
company  of  Neuber  both  here  in  Hamburg,  and  at  Leip2 
and  elsewhere.  Further  lie  treated  the  subject  in  dei 
in  a  special  journal,  the  Critical  Musiciany  saying  wl 
the  composer  must  observe  chiefly  who  desires  to  wo 
successfully  in  this  new  genre. 

"  All  symphonies,"  he  says,  "  that  are  composed  tc 
drama  must  relate  to  its  contents  and  nature.  Consequeni 
a  diflferent  kind  of  symphony  is  required  by  a  trage 
from  that  of  a  comedy.  And  as  various  as  are  traged: 
and  comedies  among  themselves,  so  varied  also  must  tht 
music  be.  Then  too  especial  attention  must  be  bestow 
on  the  different  divisions  of  the  music  necessitated  by  t 
play,  so  that  every  division  corresponds  to  the  natv 
<«f  the  dramatic  divisions.  Therefore  the  opening  sy 
phony  must  refer  to  the  first  act ;  while  the  symphoni 
that  occur  between  the  acts  must  correspond  partly  wi 
the  close  of  the  foregoing ;  partly  with  the  commenoeme 
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e  following  aot,  and  the  last  symphony  be  suited  to 
lose  of  the  last  act. 

m  symphonies  to  tragedies  must  be  grand,  vivaoions, 
estive.  The  characters  of  the  chief  personages  and 
3hief  plot  must  be  carefully  observed,  so  that  the 
tosition  be  arranged  to  accord.  This  is  of  no  common 
rtance.  We  find  tragedies  in  which  this  or  that 
e  of  hero  or  heroine  is  the  subject-theme.  If  we 
•ast '  Polyeucte '  with  *  Brutus,'  'Alzire '  with  *  Mithri- 
;,'  we  shall  at  once  perceive  that  the  same  music 
o  means  suits  both.  A  tragedy  in  which  religion 
piety  accompanies  the  hero  through  all  vicissitudes, 
kuds  symphonies  that  reflect  something  of  the 
inity  and  grandeur  of  church  music.  If  generosity, 
3ry,  or  endurance  in  all  misfortunes  mark  the  tragedy, 
the  music  must  be  more  vivacious  and  fiery.  Of 
latter  nature  are  the  tragedies  *  Cato,'  '  Brutus,'  '  Mi- 
lates.'  *  Alzire,'  and  *  Zaire,'  on  the  other  hand  require 
newhat  varied  music,  because  the  events  and  cha* 
rs  of  each  play  are  thus  constituted  and  show  more 
jty  of  emotion.  . 

n  Ufee  manner  comedy  symphonies. must  be  freer, 

flowing,  even  playful;  and  yet  in  especial  must 
conform  to  the  particular  tendency  of  the  comedy 
iiestion.  As  the  comedy  is  now  more  serious,  now 
ous,  now  farcical,  so  also  must  the  symphonies  be 
:ituted.  ... 

)pening  symphonies  must  refer  to  the  whole  play 
it  the  same  time  prepare  for  its  commencement  And 

harmonise  with  the  first  act.  They  can  consist  of 
or  three  movements,  as  may  seem  good  to  the  com- 
:.     But  the  symphonies    between  the  acts,  because 

must  refer  to  the  foregoing  and  the  coming  act. 
Id  consist  most  naturally  of  two  movements.  The 
can  refer  to  the  past,  the  second  to  the  <x)ming 
ts.  Still  even  this  is  only  requisite  when  the 
ions  are  too  diverse,  else  one  movement .  would 
50,  if  only  it  be  of  sufficient  length  to  cover  the 
jsities  of  the  performance,  such  as  snuffing  the 
les,  changing  of  dresses,  &c.  The  closing  symphony 
;   accord    exactly    with   the   close   of  the  play,   to 
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emphasise  tlie  occurrences  to  the  spectators.  What  oan 
be  more  ludicrous,  than  that  the  hero  loses  his  life  in  sa 
unhappy  manner  and  a  merry,  lively  symphony  follows? 
And  what  can  be  more  absurd  than  that  a  comedy  ends 
happily  and  a  sad  and  solemn  s^phony  follows? 

'*  Since  however  the  music  in  plays  is  purely  instm- 
mental,  a  change  of  instruments  is  very  needful,  that  thd 
attention  of  the  audience  may  be  the  more  surely  riveted, ' 
an  attention  that  easily  flags  if  the  same  instruments  u« 
always  heard.  It  is  just  as  needfal  though  that  the 
opening  symphony  should  be  full  and  strong  and  fdtt 
with  weight  upon  the  ear.  The  change  in  the  instru- 
ments must  therefore  chiefly  occur  between  the  acts. 
Judgment  is  needed  to  pronounce  which  instrument  is 
best  suited  to  the  matter  in  hand  and  will  express  the  most 
surely  the  desired  emotion.  A  sensible  choice  therefive 
must  be  made  here  also  if  a  good  and  certain  result  is  to 
be  attained.  It  is  especially  reprehensible  to  chanee  ths 
same  instruments  in  successive  entr'cuitea.  It  is  dwayi 
better  and  more  agreeable  to  avoid  the  necessity  for  tfajf." 

These  are  the  chief  rules  for  bringing  about  a  closer  relft- 
tion  between  music  and  poetry.  I  have  preferred  to  give 
them  in  the  words  of  a  musician  rather  than  in  my  own, 
moreover  in  the  words  of  him  to  whom  belongs  the  honour 
of  this  invention.  For  poets  and  art-critics  are  not  rarely 
censured  by  musicians,  because  they  require  and  expeot 
far  more  from  them  than  their  art  is  capable  of  pro- 
ducing. The  majority  must  therefore  be  told  by  one  of  fl 
their  own  guild,  that  the  matter  is  feasible  before  they 
will  bestow  the  smallest  attention  upon  it. 

True,  it  would  be  easy  to  make  the  rules ;  they  only 
teach  what  should  be,  without  saying  how  it  can  ba  ., 
The  expression  of 'emotion,  which  is  eveiything,  remaiiii 
solely  the  work  of  genius.  For  although  there  are  and 
have  been  musicians  who  have  succeeded  marvellously,  t 
philosopher  is  unquestionably  needed  who  learns  their 
method  and  knows  how  to  deduce  general  principlei 
from  their  examples.  And  the  more  frequent  these 
examples  become,  the  more  materials  are  collected  for 
these  deductions,  the  sooner  may  we  look  for  them ;  and 
I  am  much  in  the  wrong  if  a  great  step  has  not  been 
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taken  in  this  direction  by  the  ardour  of  composers  of 
such  dramatic  symphonies.  In  vocal  music  the  text  helps 
the  expression  too  much,  the  weakest  and  most  vacil- 
lating is  strengthened  and  decided  by  the  words.  In 
instrumental  music,  on  the  contrary,  this  help  is  com- 
pletely wanting  and  it  says  nothing  if  it  does  not  say  that 
which  it  would  express  very  emphatically.  The  musician 
mnst  employ  his  b^st  power  here,  he  must  choose  among 
the  different  successions  of  tones,  only  those  that  express 
Bin  emotion  most  definitely.  We  shall  hear  these  often, 
we  shall  compare  them  one  wit]i  another,  and  through 
3l)Bervation  of  what  they  have  in  common,  we  shall  dis- 
sever the  secret  of  expression. 

What  an  additional  pleasure  we  shall  thus  derive 
from  the  theatre  is  self-evident.  Since  the  beginning  of 
the  new  management  of  our  theatre  pains  have  been  taken 
with  the  orchestra  and  able  men  have  been  found  willing 
to  lend  their  hands  and  prepare  models  of  this  form  of 
Domposition,  that  have  succeeded  beyond  expectation.  For 
'  Olindo  and  Sophronia,'  Herr  Hertel  composed  a  special 
lymphony,  and  the  second  representation  of  *  Semiramis ' 
was  marked  by  such  a  one  from  the  hand  of  Herr 
^gricola  of  Berlin. 

No.  27. 

I  will  endeavour  to  give  an  idea  of  Herr  Agrioola's 
mnsic.  Not  however  in  its  effects ;  for  the  more  vivid  and 
lelicate  a  sensuous  pleasure,  the  less  can  it  be  described  in 
words ;  it  is  not  possible  to  escape  falling  into  general  praise, 
ra^e  exclamations  and  shrieking  admirations,  and  these 
ure  as  uninstructive  to  the  amateur  as  they  are  nauseous  to 
the  master  whom  we  seek  to  honour.  No,  I  mean  to  speak 
merely  of  the  intentions  that  the  master  has  had  and  of 
^e  means  he  has  employed  to  attain  his  end. 

The  opening  symphony  consists  of  three  movements. 
rhe  first  movement  is  a  largo  with  oboes  and  fiutes  beside 
riolins ;  the  bass  part  is  strengthened  by  bassoons.  The 
expression  is  senous,  sometimes  wild  and  agitated;  the 
listener  is  to  expect  a  drama  of  this  nature.  But  not 
y£   this   nature  only;    tenderness,  remorse,    conscience, 
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humility  play  their  parts  also,  and  the  second  mo 
an  andante  with  muted  violins  and  bassoons,  is  c 
with  mysterious  and  plaintive  tones.  In  the  thir- 
ment  the  emotional  and  the  stately  tones  are  min^ 
the  scene  opens  with  unusual  splendour;  Semii 
approaching  the  term  of  her  glory  and  as  this  glor^ 
the  eye,  so  the  ear  also  is  to  perceive  it.  The  cha: 
allegretto  and  the  instruments  are  the  same  as 
previous  movement,  except  that  oboes,  flutes  and 
have  phrases  they  play  together. 

The  musio  between  the  acts  has  throughout  o 
single  movement,  whose  expression  refers  to  w 
gone  before.  A  second  that  refers  to  the  coming  ( 
seem  to  be  approved  by  Herr  Agricola.  I  am  mtic 
opinion  in  this.  For  the  music  is  to  spoil  nothing 
poet;  the  tragic  poet  loves- the  unexpected,  the 
more  than  any  other;  he  does  not  like  to  betray  hi 
and  the  music  would  betray  him  if  it  indicated  the 
passion.  It  is  different  with  the  overture,  it  cann 
to  anything  preceding,  and  even  the  overture  mi 
indicate  the  general  tendency  of  the  play  and  n 
strongly  or  decidedly  than  the  title  does.  We  mj 
the  spectator  the  goal  to  which  he  is  to  attain, 
various  paths  by  which  he  is  to  attain  it,  must  be 
liidden  from  him.  This  reason  against  a  second  mc 
between  the  acts  is  derived  from  consideration 
poet,  and  is  confirmed  by  another  that  belongs  to  tl 
of  music.  For  assuming  that  the  passions  which  : 
two  consecutive  acts  are  opposed  one  to  another, 
movements  would  naturally  have  to  be  of  equally  < 
character.  Now  I  can  well  comprehend  how  the  ] 
carry  us  over  from  any  one  passion  to  its  very  < 
without  unpleasant  violence;  he  does  so  gradua 
slowly,  he  ascends  the  ladder  rung  by  rung  eithiE 
down,  without  making  any  jump.  But  can  the  n 
do  this?  Granted  that  he  can  do  this  in  a  ] 
sufficient  length,  can  he  do  so  in  two  distinct, 
opposed  pieces,  must  not  the  jump  from  e,g,  the  call 
stormy,  from  the  tender  to  the  cruel  be  necessari 
marked  and  have  all  the  offensive  traits  that  any 
transition  has  in  nature,  such  as  from  darkness  t 
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•om  cold  to  heat?  Now  we  melt,  with  sympathy  und 
iddenly  we  are  to  rage.  Why  ?  How  ?  Against  whom  ? 
.gainst  the  person,  for  whom  our  soul  was  all  pity?  or 
gainst  another?  Music  cannot  define  all  this;  it  only 
^-vesus  in  uncertainty  and  confusion ;  we  feel  without 
erceiving  a  correct  sequence  for  our  feelings ;  we  feel  as 
'e  do  in  a  dream,  and  all  these  undefined  sensations  arc 
lore  fatiguing  than  agreeable.  Now  poetry  never  lets  us 
)se  the  thread  of  our  sensations,  here  we  know  not  only 
-^liat  we  are  to  feel,  but  also  why  we  are.  to  feel  it,  and 
oly  this  knowledge  makes  the  sudden  transition  not. only 
earable  but  also  pleasant.  Indeed  this  explanation  of 
ddden  transitions  is  one  of  the  greatest  advantages  that 
LTisic  attains  from  its  union  with  poetry,  nay  perhaps  the 
ery  greatest.  For  it  is  not  nearly  so  needful  to  confine 
eneral  sensations  in  music,  such  as  pleasure,  to  a  certain 
idiyidual  cause  for  pleasure,  because  these  dark  uncertain 
dnsations  are  still  very  agreeable.  But  it  is  needful  to 
nite  opposed  and  contradictory  sensations  by  those 
efinite  ideas  that  words  alone  can  convey,  so  that  not 
oly  manifold  things  may  be  noticed  but  also  the  con- 
exion  existing  between  these  manifold  things.  Now  in 
&.e  double  movement  adopted  between  the  acts  of  a  play, 
bSa  connexion  would  only  be  subsequently  explained ;  we 
bould  only  learn  afterwards  why  we  must  pass  from  one 
assion  to  another  totally  opposite,  and  that  is  as  good  as 
r  we  never  knew,  as  far  as  the  music  is  concerned.  The 
)ap  has  had  its  bad  efiect  and  has  not  offended  us  the  less 
ecause  we  now  perceive  it  ought  not  to  have  offended  us. 
Tow  it  must  not  be  supposed  that  hence  all  symphonies 
re  to  be  condemned  because  the  whole  consists  of  several 
lovements  that  are  different  one  from  another,  and  each  of 
rhioh  expresses  something  different  from  the  other.  They 
sipress  something  different  but  not  something  opposed;  or 
ather  they  express  the  same  only  in  a  different  manner 
L  symphony  that  expresses  in  its  various  movements, 
pposed  passions,  is  a  musical  monster.  Only  one  passion 
lust  rule  in  a  symphony  and  each  separate  movement 
lUst  enunciate  and  awaken  in  us  the  same  passion,  only 
dth  various  modifications,  according  to  the  degree  of  its 
trength  and  vivacity  or  according  to  the  varied  inter* 
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mixture  witH.  cognate  passions.  The  overture  was  entirely 
of  this  character ;  the  impetuosity  of  the  first  movement 
melts  into  the  pathos  of  the  second,  -vrhich  is  raised  to  a 
solemn  dignity  in  the  third.  A  musician  who  takei 
greater  li^rties  in  his  symphonies,  who  breaks  off  the 
emotion  in  every  movement  to  commence  a  fresh  and 
different  emotion  in  the  next,  and  then  again  lets  this  go^ 
in  order  to  throw  himself  into  a  third  and  different  more- 
ment,  may  have  spent  much  art,  but  uselessly ;  can  sur- 
prise, confound,  tickle,  but  cannot  touch.  Whoever  would 
speak  to  our  hearts  and  awaken  sympathetic  emotions 
must  observe  the  same  sequence  of  idea  as  though  hfl 
were  instructing  or  enlightening  our  reason.  Music  is  a 
vain  sandheap  if  devoid  of  sequence  and  inner  oonnezioo 
of  all  and  every  part ;  it  can  make  no  permanent  impressioa 
Only  proper  connexion  makes  it  into  firm  marble  upon 
which  the  hand  of  the  artist  immortalises  himself. 

The  movement  after  the  first  act  therefore  seeks  chiefl]! 
to  keep  up  the  anxiety  of  Semiramis  to  which  the  posi 
dedicated  that  act ;  anxieties  that  are  still  mingled  witli 
some  hopes ;  an  andante  mesto,  with  muted  violins  and 
bass-viol. 

In  the  second  act  Assur  plays  too  important  a  part  U 
do  otherwise  than  rule  the  expression  of  the  music.  An 
allegro  a$8ai  in  G  major  with  French  horns,  flutes  and 
oboes,  the  bass  part  strengthened  by  a  bassoon  expressei 
the  feelings  of  fear  and  doubt,  mingled  with  ever-recnr' 
ring  pride  that  distinguish  this  faithless  and  imperioni 
minister. 

In  the  third  act  the  ghost  appears.  At  the  first  pei^ 
formance  I  remarked  how  little  impression  this  apparition 
of  Voltaire's  makes  on  the  audience.  But  the  musidan 
has  very  properly  taken  no  heed  of  this,  he  makes  good 
what  the  poet  has  omitted  and  an  allegro,  E  minor  with 
the  same  instrumentation  as  the  foregoing,  only  that 
E  horns  vary  with  G  horns,  express  no  mute  and  indolent 
astonishment,  but  the  true  dismay  which  such  an  apparition 
must  evoke  from  the  people. 

Semiramis's  anxiety  in  the  fourth  act  rouses  our  pity: 
we  pity  her  remorse  though  we  know  the  full  extent  of 
her  guilt.     The  music  also  sounds  the  note  of  pity  and 
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sympathy  in  a  larghetto  A  irinor,  with  muted  Tiolins  and 
ba88-yiol  and  oboes. 

At  last  there  follows  upon  the  fifth  act  one  single  move- 
ment, an  adagio  in  E  major,  with  violins  and  bass-viol, 
horns,  and  increased  oboes  and  flutes  and  bassoons. 

The  expression  is  suited  to  the  personages  of  the 
tragedy  and  characterised  by  dignity  tending  to  grief, 
wiuL  some  due  regard,  so  it  seems  to  me,  to  the  last  four 
lines  in  which  Truth  raises  her  warning  voice  with  might 
and  solemnity  against  the  great  ones  of  the  earth. 

To  perceive  the  intentions  of  a  musician  means  to 
admit  to  him  that  he  has  attained  them.  His  work  is 
not  to  be  a  riddle  whose  solution  is  as  difficult  as  it  is 
nnoertain.  Whatever  a  healthy  ear  quickly  perceives, 
that  and  nothing  else  is  what  he  desired  to  say;  his 
merit  increases  with  his  lucidity;  the  easier,  the  more 
general  he  is  of  comprehension,  the  more  he  deserves 
piiaise.  It  is  not  praiseworthy  in  me  that  I  have  heard 
aright,  but  it  is  the  greater  praise  for  Herr  Agricola  that 
in  this,  his  composition,  no  one  has  heard  anything 
difierent  &om  that  which  I  have  heard. 

No.  28. 
•  .  •  •  • 

On  the  thirty-fourth  evening  Eegnard's  •  Distrait'  was 
performed. 

Begnard  first  brought  out  his  'Distrait'  in  1697  and 
it  did  not  meet  with  the  least  favour.  Thirty-four  years 
later,  when  the  comedians  brought  it  out  again,  it  found 
great  fevour.  Which  public  was  in  the  right  ?  Perhaps 
neither  of.  them  were  so  far  wrong.  The  severe  public 
condemned  the  piece  as  no  good  formal  comedy,  as  which 
no  doubt  the  author  issued  it.  The  other  public  received 
it  as  nothing  more  than  it  is ;  a  farce,  an  absurdity  to 
make  them  laugh;  they  laughed  and  were  thankful. 
The  first  public  thought : — 

*'  non  satis  est  risu  diducere  rictum 
Auditoris  .  •  •*' 

and  the  second : — 

'*  Et  est  quasdam  tamen  hio  quoque  virtus.** 

TOL.  III.  IL 
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emphasise  tlie  occurrences  to  the  spectators.     What  osa 
be  more  ludicrous,  than  that  the  hero  loses  his  life  in  \ 
unhappy  manner  and  a  merry,  lively  symphony  folloira? 
And  what  can  be  more  absurd  than  that  a  oomedy  endi  Jk 
happily  and  a  sad  and  solemn  s^phony  follows?  liiig 

*'  Since  however  the  music  m  plays  is  purely  inatrn-  Ipie 
mental,  a  change  of  instruments  is  very  needful,  that  the  jtii 
attention  of  the  audience  may  be  the  more  surely  riveted,  m 
an  attention  that  easily  flags  if  the  same  instruments  an  the 
always  heard.  It  is  just  as  needful  though  that  the  n 
opening  symphony  should  be  full  and  strong  and  &tt 
with  weight  upon  the  ear.  The  change  in  the  instra- 
ments  must  therefore  chiefly  occur  between  the  acts.  |tn 
Judgment  is  needed  to  pronounce  which  instrument  is 
best  suited  to  the  matter  in  hand  and  will  express  the  mart 
surely  the  desired  emotion.  A  sensible  choice  therefore 
must  be  made  here  also  if  a  good  and  certain  result  is  to 
be  attained.  It  is  especially  reprehensible  to  ohanee  the 
same  instruments  in  successive  entr'actes.  It  is  i^wayi 
better  and  more  agreeable  to  avoid  the  necessity  for  this." 

These  are  the  chief  rules  for  bringing  about  a  closer  rela- 
tion between  music  and  poetry.  I  have  preferred  to  give 
them  in  the  words  of  a  musician  rather  than  in  my  own, 
moreover  in  the  words  of  him  to  whom  belongs  the  hononr 
of  this  invention.  For  poets  and  art-critics  are  not  rarely 
censured  by  musicians,  because  they  require  and  expect 
far  more  from  them  than  their  art  is  capable  of  pro- 
ducing. The  majority  must  therefore  be  told  by  one  of 
their  own  guild,  that  the  matter  is  feasible  before  they 
will  bestow  the  smallest  attention  upon  it. 

True,  it  would  be  easy  to  make  the  rules ;  they  only 
teach  what  should  be,  without  saying  how  it  can  be. 
The  expression  of  emotion,  which  is  eveiy thing,  remains 
solely  the  work  of  genius.  For  although  there  are  and 
have  been  musicians  who  have  succeeded  marvellously,  a 
philosopher  is  unquestionably  needed  who  learns  their 
method  and  knows  how  to  deduce  general  principles 
from  their  examples.  And  the  more  frequent  these 
examples  become,  the  more  materials  are  collected  for  I 
these  deductions,  the  sooner  may  we  look  for  them ;  and 
I  am  much  in  the  wrong  if  a  great  step  has  not  been 
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taken  in  this  direction  by  the  ardour  of  composers  of 
snch  dramatic  symphonies.  In  vocal  music  the  text  helps 
the  expression  too  much,  the  weakest  and  most  vacil- 
lating is  strengthened  and  decided  by  the  words.  In 
instrumental  music,  on  the  contrary,  this  help  is  com- 
pletely wanting  and  it  says  nothing  il  it  does  not  say  that 
which  it  would  express  very  emphatically.  The  musician 
niiist  employ  his  best  power  here,  he  must  choose  among 
the  different  successions  of  tones,  only  those  that  express 
eui  emotion  most  definitely.  We  shall  hear  these  often, 
wo  shall  compare  them  one  wit]i  another,  and  through 
observation  of  what  they  have  in  common,  we  shall  dis- 
Dover  the  secret  of  expression. 

What  an  additional  pleasure  we  shall  thus  derive 
&om  the  theatre  is  self-evident.  Since  the  beginning  of 
the  new  management  of  our  theatre  pains  have  been  taken 
-witii  the  orchestra  and  able  men  have  been  found  willing 
to  lend  their  hands  and  prepare  models  of  this  form  of 
composition,  that  have  succeeded  beyond  expectation.  For 
*  Olindo  and  Sophronia,'  Herr  Hertel  composed  a  special 
symphony,  and  the  second  representation  of  '  Semiramis ' 
was  marked  by  such  a  one  from  the  hand  of  Herr 
Agricola  of  Berlin. 

No.  27. 

I  will  endeavour  to  give  an  idea  of  Herr  Agricola's 
music.  Not  however  in  its  effects ;  for  the  more  vivid  and 
delicate  a  sensuous  pleasure,  the  less  can  it  be  described  in 
words ;  it  is  not  possible  to  escape  falling  into  general  praise, 
vague  exclamations  and  shrieking  admirations,  and  these 
are  as  uninstructive  to  the  amateur  as  they  are  nauseous  to 
the  master  whom  we  seek  to  honour.  No,  I  mean  to  speak 
merely  of  the  intentions  that  the  master  has  had  and  of 
the  means  he  has  employed  to  attain  his  end. 

The  opening  symphony  consists  of  three  movements. 
The  first  movement  is  a  largo  with  oboes  and  flutes  beside 
Tiolins ;  the  bass  part  is  strengthened  by  bassoons.  The 
expression  is  seiious,  sometimes  wild  and  agitated;  the 
listener  is  to  expect  a  drama  of  this  nature.  But  not 
of   this  nature  only;    tenderness,  remorse,    conscience, 
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hnmility  play  their  parts  also,  and  the  second  movoi 
an  andante  with  muted  violins  and  bassoons,  is  ooci 
with  mysterious  and  plaintive  tones.  In  the  third  n 
ment  the  emotional  and  the  stately  tones  are  mingle* 
the  scene  opens  with  nnusual  splendour;  Semiran 
approaching  the  term  of  her  glory  and  as  this  glory  si 
the  eye,  so  the  ear  also  is  to  perceive  it.  The  charac 
allegretto  and  the  instruments  are  the  same  as  lie 
previous  movement,  except  that  oboes,  flutes  and  ba; 
have  phrases  they  play  together. 

The  music  between  the  acts  has  throughout  onlj 
single  movement,  whose  expression  refers  to  vrhai 
gone  before.  A  second  that  refers  to  the  coming  doc 
seem  to  be  approved  by  Herr  Agricola.  I  am  mtich  < 
opinion  in  this.  For  the  music  is  to  spoil  nothing  fc 
poet ;  the  tragic  poet  loves  •  the  unexpected,  the  feu< 
more  than  any  other;  he  does  not  like  to  betray  his  d 
and  the  music  would  betray  him  if  it  indicated  tlie  eo 
passion.  It  is  different  with  the  overture,  it  cannot 
to  anything  preceding,  and  even  the  overture  must 
indicate  the  general  tendency  of  the  play  and  not 
strongly  or  decidedly  than  the  title  does.  We  may 
the  spectator  the  goal  to  which  he  is  to  attain,  bu 
various  paths  by  which  he  is  to  attain  it,  must  be  ent 
liidden  from  him.  This  reason  against  a  second  move 
between  the  acts  is  derived  from  consideration  foi 
poet,  and  is  confirmed  by  another  that  belongs  to  the  i 
of  music.  For  assuming  that  the  passions  which  rei| 
two  consecutive  acts  are  opposed  one  to  another,  the 
movements  would  naturally  have  to  be  of  equally  opj 
character.  Now  I  can  well  comprehend  how  the  poe 
carry  us  over  from  any  one  passion  to  its  very  opj 
without  unpleasant  violence;  he  does  so  gradually 
slowly,  he  ascends  the  ladder  rung  by  rung  either  i 
down,  without  making  any  jump.  But  can  the  mus 
do  this?  Granted  that  he  can  do  this  in  a  pie 
sufficient  length,  can  he  do  so  in  two  distinct,  ent 
opposed  pieces,  must  not  the  jump  from  e.g.  the  calm  t 
stormy,  from  the  tender  to  the  cruel  be  necessarily 
marked  and  have  all  the  offensive  traits  that  any  su 
transition  has  in  nature,  such  as  from  darkness  to  1 
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arom.  cold  i:  'it*iiz.'  y.:w  -v*  luel:;  wiiii  .'4T:i:.;.;Lrlir  i...i 
iTiddenly -w-r  trt  i:  rri*p.  ^^7  '  H  :^ ;  A^na*  "vi:*:!:.  • 
Against  Tl«t  ~»tr»jL  i;r  wiir.ni  inr  .j«:»i1  's-w  all  zirj^:  v 
against  KiiTLisir'  Ktuic  ^anni-.i:  ieiiiie  all  ::li:a :  :*  :r..  ■ 
Leaves  Ttt  in  TZiisr*A:LD^  imi  M:a:'iBii-.ii ;  t-*  re^L  ':*'--iii.'i"; 
perceiTC^  l  nxmiz  **fpeiirft  :i:r  nr  :t*trii:i;i3  :  wr  r-rtti  ».- 
pre  do  2Z. «  irstai.  ia.ci  i*!  "Uii««  Ti:iiLitd2.eii  -jec^arj  uh  i/ - 
more  fadzTzu:  "Jiiui  nrr^wjil'/u*.  Xt/T  rj:irrr7  rj:"-:!:  _«-r.H  :?* 
Lose  tLr  'LLr-iJui  ;t:  :nr  **miazii-.iiH.  iier*  ■*•"*  knc'v  a.i:r  n, - 
what  "w*  12*  V.  :i^L  znz  iIhi;  ttiit  -r-i  ir»  r.-  r'tirl  :-  i.-.r. 
only  tr.'«  jcmiwjiitt:!*  nakt^  zin^.  •miiiieii  *n"anftini  u  air  .c. 
bearaliic  *:i^  ilac  TLwiaasir.  Imietiti  'iiia  -s::  i:i-.i;ir..  r.  - 
Baddea  «r%zii£.::ii:iiH  JH  '.ni*  u'  'iie  r:-ri;i7ris-  iii '  L.ir.i.f ->i  -.:;i- 
music  *Taiiiii  rmn  :ra  iiiuin  "virli  rior^-y.  na-  :i-ivi:i.:s  -  :'■ 
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ondivii'iAL  lansft  r'lir  iii*a«ur-*.  ipjvtiwe  "iii-se  i:i:-c  i:ii"r*.i  •. 
■ensaCiins  ir^i  inll  ^'^7  urr.'^i-u.m*.  2»i-  :-  ..s  :if*r-;i:-i. 
unite  c^^i:sei  iini  'rinr.'miirri.r'"  ^t-risii-i  ns  .'-  -.n  .- 
definite  iCtinA  "Uiw:  ^'"riH  tiinn  rail  ':  a- •'-  ii  -.i;ir  '.  • 
onlv  manii.ui  ^mjis  mii^    i^  .i«".r;iT-!i    -nr  i,m    mi-    • 

the  doabui  mc-iau^nr  uii-nri-ti  .r-r~%---:-Ti  -:>•  n -.-.  r'  i  i'n  . 
this  GonziRsii ill  "von lit   'ni-   )•» -imTw-ii-i-r.r".--  -Wiia-.n**::      ^• 

paSBlOIL  Vj  *Iir.riifr»r 'i.-riti,"  'nr*.  site.  iThI  ".i.iT  .-  f?»  j  •  •:  !>* 
if  "we  nft'T.ar  irj-enr  ut  'nr  in  ";]>•  rins.!-  .is  ■.■  f,«-.-^..-:i.  I'  .-■ 
leap  haii  JAl  :rjf   larl   -rfr-rr   ,nil  .i>rf4  .'.•  r     rf.-ni!*-.:    if>  -\i,' .t-.-^ 

beamae  "w-i  ai'iHT  iKm.**:"'-   r   ■>:■.■:, r  i.  r  -,     .,!.--•■    rf..:..i*':i    !*. 
LNowitmnar  .ii  r   -,i*  *nr,rji-*M-::     '../tT    .,--.-.-  ,..  .-  .         .;.■- 
I  aietohe  xniLeniiif^!    r^r.v.T^f- *:.r-  v..  r-  -.  r.«:»r-     r  .i-.r,:. 
;  movements  "har  ti"--  lirfh-'.-r.r    .-.r.   '■..'..  *»..  r:,i:-r   o..;  ■:•/ :.    r 
i  which  expp»safts '*on*.fr:.:;,ri-  •■■^^r».r.r  v.:,-,    :.p    :  ..-r      T",.-- 

f  ftther  tLeT  ■*S7irr'Sfl    -':..-     .»r.-.^-       .-.    ■■     r.     *     :    .•'.■:%.r.r     r.;ir.  r.^r 
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mixture  with  cognate  passions.  The  overture  was  entii 
of  this  character ;  the  impetuosity  of  the  first  movem 
melts  into  the  pathos  of  the  second,  which  is  raised  t 
solemn  dignity  in  the  third.  A  musician  who  ta 
greater  liberties  in  his  symphonies,  who  breaks  off 
emotion  in  every  movement  to  commence  a  firesh  s 
different  emotion  in  the  next,  and  then  again  lets  this 
in  order  to  throw  himself  into  a  third  and  different  mo 
ment,  may  have  spent  much  art,  but  uselessly ;  can  s 
prise,  confound,  tickle,  but  cannot  touch.  Whoever  wo 
speak  to  our  hearts  and  awaken  sympathetic  emotit 
must  observe  the  same  sequence  of  idea  as  though 
were  instructing  or  enlightening  our  reason.  Music  ii 
vain  sandheap  if  devoid  of  sequence  and  inner  oonnex 
of  all  and  every  part ;  it  can  make  no  permanent  impressi 
Only  proper  connexion  makes  it  into  firm  marble  u] 
which  the  hand  of  the  artist  immortalises  himself. 

The  movement  after  the  first  act  therefore  seeks  chii 
to  keep  up  the  anxiety  of  Semiramis  to  which  the  p 
dedicated  that  act ;  anxieties  that  are  still  mingled  w 
some  hopes ;  an  andante  mesto,  with  muted  violins  f 
bass-viol. 

In  the  second  act  Assur  plays  too  important  a  part 
do  otherwise  than  rule  the  expression  of  the  music. 
allegro  assai  in  G  major  with  French  horns,  flutes  i 
oboes,  the  bass  part  strengthened  by  a  bassoon  exprei 
tlie  feelings  of  fear  and  doubt,  mingled  with  ever-rec 
ring  pride  that  distinguish  this  faithless  and  imperi 
minister. 

In  the  third  act  the  ghost  appears.  At  thie  first  p 
formance  I  remarked  how  little  impression  this  appariti 
of  Voltaire's  makes  on  the  audience.  But  the  musid 
has  very  properly  taken  no  heed  of  this,  he  makes  gc 
what  the  poet  has  omitted  and  an  allegro,  E  minor  wi 
the  same  instrumentation  as  the  foregoing,  only  tl 
E  horns  vary  with  G  horns,  express  no  mute  and  indole 
astonishment,  but  the  true  dismay  which  such  an  appariti 
must  evoke  from  the  people. 

Semiramis's  anxiety  in  the  fourth  act  rouses  our  pit 
we  pity  her  remorse  though  we  know  the  full  extent 
her  guilt.     The  music  also  sounds  the  note  of  pity  a] 
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sympathy  in  a  larghetto  A  xrinof,  with  muted  Tiolins  and 
bass-viol  and  oboes. 

At  last  there  follows  upon  the  fifth  act  one  single  move- 
ment, an  adagio  in  E  major,  with  violins  and  bass-viol, 
horns,  and  increased  oboes  and  flutes  and  bassoons. 

The  expression  is  suited  to  the  personages  of  the 
tragedy  and  characterised  by  dignity  tending  to  grief, 
wi&  some  due  regard,  so  it  seems  to  me,  to  the  last  four 
lines  in  which  Truth  raises  her  warning  voice  with  might 
and  solemnity  against  the  great  ones  of  the  earth. 

To  perceive  the  intentions  of  a  musician  means  to 
admit  to  him  that  he  has  attained  them.  His  work  is 
not  to  be  a  riddle  whose  solution  is  as  difficult  as  it  is 
onoertain.  Whatever  a  healthy  ear  quickly  perceives, 
that  and  nothing  else  is  what  he  desired  to  say;  his 
merit  increases  with  his  lucidity;  the  easier,  the  more 
general  he  is  of  comprehension,  the  more  he  deserves 
Draise.  It  is  not  praiseworthy  in  me  that  I  have  heard 
Ligbt,  but  it  is  the  gi^ater  praise  for  Herr  Agrioola  that 
in  this,  his  composition,  no  one  has  heard  anything 
di&rent  from  that  which  I  have  heard. 

No.  28. 
•  .  •  •  • 

On  the  thirty-fourth  evening  Eegnard's  *  Distrait'  was 
performed. 

Begnard  first  brought  out  his  *  Distrait'  in  1697  and 
it  did  not  meet  with  the  least  favour.  Thirty-four  years 
later,  when  the  comedians  brought  it  out  again,  it  found 
great  favour.  Which  public  was  in  the  right?  Perhaps 
neither  of.  them  were  so  far  wrong.  The  severe  pubHc 
condemned  the  piece  as  no  good  formal  comedy,  as  which 
ao  doubt  the  author  issued  it.  The  other  public  received 
it  as  nothing  more  than  it  is ;  a  farce,  an  absurdity  to 
make  them  laugh;  they  laughed  and  were  thankfuL 
rhe  first  public  thought : — 

**  non  satis  est  risu  diducere  rictum 
Auditoris  .  •  •*' 

uid  the  second : — 

"  Et  est  quesdam  tamen  hie  quoque  virtus.** 

TOL.  III.  1^ 


^-«» 
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Excepting  for  the  versification,  which  happens  to  Iw 
very  faulty  and  careless,  this  comedy  cannot  have  given 
Eognard  mnch  trouble.  The  character  of  His  bhief  imi^ 
sonage  he  found  fully  sketched  in  La  Bruy^re.  He  had 
nothing  to  do  but  to  put  the  chief  traits  x>artly  into 
action,  partly  to  recount  them.  What  he  has  added  of 
his  own  is  insignificant. 

There  is  nothing  to  object  to  in  this  verdict,  but  againit 
another  criticism  that  attacks  the  poet  on  the  score  of 
morality,  there  is  the  more.  An  absent-minded  person  i« 
said  to  be  no  motif  for  a  comedy.  And  why  not  ?  To  be 
absent,  it  is  said,  is  a  malady,  a  misfortune  and  no  vice. 
An  absent  man  deserves  ridicule  as  little  as  one  who  has 
the  headache.  Comedy  must  only  concern  itself  with  snbh 
faults,  as  can  be  remedied.  Whoever  is  absent  by  nature 
can  merit  this  as  little  by  means  of  ridicule,  as  though  he 
limped. 

But  is  it  then  true  that  absence  of  mind  is  a  disease  of 
the  soul  that  cannot  be  cured  with  oil*  best  exertions? 
Is  it  really  more  a  natural  defect  than  a  bad  habit?  I 
cannot  believe  it.  For  are  we  not  masters  of  our  attention? 
Is  it  not  in  our  power  to  exert  it,  to  abstract  it,  at  wiU? 
And  what  else  is  absent-mindedness  than  a  false  use  of  our 
attention  ?  The  absent  person  thinks,  only  he  does  not  think 
that  which  ho  should  think  in  accordance  with  his  pre- 
sent sensuous  impressions.  His  mind  is  not  asleep,  not 
numbed,  not  inactive,  it  is  only  absent,  busy  elsewhere. 
But  just  as  well  as  it  can  be  elsewhere,  so  it  could  also  ho 
hero ;  it  is  the  mind's  proper  function  to  be  present  at  the 
actual  changes  of  the  body.  It  costs  pains  to  disaccustom 
the  mind  of  this  its  proper  function,  and  should  it  bo 
impossible  to  accustom  it  again  thereto  ? 

Well,  but  now  granted  that  absence  of  mind  is  incurable. 
where  is  it  written  that  comedy  should  only  laugh  at 
moral  faults,  and  not  at  incurable  defects?  Even 
absurdity,  every  contrast  of  reality  and  deficiency  is 
laughable.  But  laughter  and  derision  are  far  apart.  Wo 
can  laugh  at  a  man,  occasionally  laugh  about  him,  with- 
out in  the  least  deriding  him.  Indisputable  and  well- 
known  as  this  difference  is,  yet  all  the  quibbles  which  « 
Eousseau  lately  made  against  the  use  of  comedy  only    ( 
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arose  &om  the  fact  tliat  he  had  not  sufficiently  regarded 
it.  He  says,  for  instance,  Moli^re  makes  us  laugh  at  a 
misanthrope  and  yet  the  misanthrcpe  is  the  honest  man 
of  the  play,  Moli^re  therefore  shows  himself  an  enemy  to 
virtue  in  that  he  makes  the  virtuous  man  contemptible. 
Not  so;  the  misanthrope  does  not  become  contemptible^  he 
remains  what  he  was,  and  the  laughter  that  springs  from 
the  situations  in  which  the  poet  places  him  does  not  rob 
him  in  the  least  of  our  esteem.  The  same  with  the  distrait 
we  laugh  at  him,  but  do  we  despise  him  on  that  account  ? 
We  esteem  his  other  good  qualities  as  we  ought ;  why 
without  them  we  could  not  even  laugh*  at  his  absence  of 
mind.  Let  a  bad  worthless  man  be  endowed  with  this 
absence  of  mind,  and  then  see  whether  we  should  still  find 
it  laughable?  It  will  be  disgusting, ' horrid,  ugly," not 
laughable. 

No.  29. 

Comedy  is  todous  good  through  laughter ;  but  not  through 
derision ;  not  just  to  counteract  those  faults  at  which  it 
laughs,  nor  simply  and  solely  in  those  persons  who  possess 
these  laughable  faults.  Its  true  general  use  consists  in 
laughter  itself,  in  the  practice  of  our  powers  to  discern 
the  ridiculous,  to  discern  it  easily  and  quickly  under  all 
cloaks  of  passion  and  fashion  ;  in  all  'admixture  of  good 
and  bad  qualities,  even  in  the  wrinkles  of  solemn  earnest- 
ness. Granted  that  Moliere's  Miser  never  cured  a  miser ; 
nor  Eegnard's  Gambler,  a  gambler;  conceded  that 
laughter  never  could  improve  these  fools  ;  the  worse  for 
them,  but  not  for  comedy.  It  is  enough  for  comedy  that, 
if  it  cannot  cure  an  incurable  disease,  it  can  confirm  the 
healthy  in  their  health.  The  Miser  is  instructive  also 
to  the  extravagant  man ;  and  to  him  who  never  plays  the 
Gambler  may  prove  of  use.  The  follies  they  have  not  got 
themselves,  others  may  have  with  whom  they  have  to  live. 
It  is  well  to  know  those  with  whom  we  may  come  into 
collision ;  it  is  well  to  be  preserved  from  all  impressions 
by  example.  A  preservative  is  also  a  valuable  medicine, 
and  all  morality  has  none  more  powerful  and  efiectivot 
than  the  ridiculous. 
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On  the  tliirty-fifth  evening  'Eodognne'  by  Pierre 
Comeille  was  performed  in  the  presence  of  H.M.  the 
King  of  Denmark. 

Comeille  owned  that  he  set  most  store  by  this  tragedy, 
that  he  held  it  far  above  his  *Cinna'  and  *Cid,'  that  his 
other  plays  had  few  merits  that  were  not  to  be  found  all 
united  in  this ;  a  happy  theme,  a  totally  new  creation, 
powerful  verses,  thorough  reasoning,  strong  passions,  and 
interest  that  increased  from  act  to  act. 

It  is  but  just  that  we  should  linger  a  while  over  this 
great  man's  masterpiece. 

The  story  on  which  it  is  founded  is  told  by  Appianus 
Alexandrinus  towards  the  end  of  his  book  on  the  Syrian 
Wars.  '*  Demetrius,  sumamed  Nicanor,  undertook  a  cam- 
paign against  the  Parthians,  and  lived  as  captive  for  some 
time  at  the  court  of  the  Parthian  king,  Phraates,  with 
whose  sister,  Eodogune,  he  married.  Meanw&ile  Dio- 
dotus,  who  had  served  the  former  kings,  seized  upon  the 
Syrian  throne,  and  placed  upon  it  the  son  of  Alexander 
NothuB,  a  mere  child,  under  whose  name  he  ruled  as 
regent.  After  a  while  however  he  made  away  with  the 
young  king,  placed  himself  on  the  throne  and  called 
himself  Tryphon.  When  Antiochus,  the  broti^er  of  the 
captive  king,  heard  at  Ehodes  of  his  fate  and  of  the  dia- 
orders  in  his  kingdom,  he  returned  to  Syria,  conquered 
Tryphon  with  much  difficulty  and  caused  him  to  be 
executed.  Then  he  turned  his  arms  against  Phraates  and 
demanded  the  release  of  his  brother.  Phraates,  who  feared 
the  worst,  did  indeed  release  Demetrius,  but  nevertheless 
Antiochus  and  he  came  to  a  battle  in  which  the  latter  was 
overcome  and  killed  himself  in  despair.  Demetrius  after 
his  return  to  his  kingdom  was  murdered  by  his  wife  Cleo- 
patra out  of  hatred  against  Eodogune,  notwithstanding 
that  Cleopatra  herself,  exasperated  at  this  marriage,  had 
united  herself  to  Antiochus,  the  brother  of  Demetrius. 
She  had  two  sons  by  Demetrius,  of  whom  the  eldest 
Seleucus,  ascended  the  throne  upon  the  death  of  his  father, 
and  whom  she  shot  to  death  with  an  arrow,  either  because 
she  feared  he  might  avenge  the  death  of  his  father  upon 
her  or  because  her  cruel  nature  impelled  her  to  this  step. 
Her  younger  son,  Antiochus,  followed  his  brother  in  the 
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govemment  and  forced  his  atrocious  mother  to  empty  the 
poisoned  cup  she  had  prepared  for  him." 

In  this  story  lay  matter  for  more  than  one  tragedy.  It 
would  have  cost  Comeille  little  more  invention  to  make  for 
it  a  *  Tryphon,'  an  *  Antiochus,'  a '  Demetrius/  a  *  Seleucus,' 
than  it  cost  him  to  make  a  *  Eodogune.'  What  chiefly 
interested  him  therein  was  the  outraged  wife  who  deems 
that  she  cannot  avenge  too  fearfully  the  usurped  rights  of 
her  rank  and  bed.  He  therefore  selected  her  and  it  is 
unquestionable  that  his  play  ought  consequently  to  have 
been  named  after  Cleopatra  and  not  Rodogune.  He  him- 
self acknowledged  this,  and  it  was  only  that  he  feared 
confusion  among  his  auditors  between  the  Queen  of 
Syria  with  that  famous  last  Queen  of  Egypt  of  similar 
name,  that  he  preferred  to  take  his  title  from  the  second 
instead  of  the  first  character  in  his  play,  "  I  believed 
myself,"  he  says,  "  the  more  entitled  to  make  use  of  this 
liberty,  since  I  had  observed  that  the  ancients  themselves 
did  not  deem  it  necessary  to  call  a  play  after  its  hero,  but 
without  scruple  would  even  call  it  after  the  chorus,  whose 
connexion  with  the  action  is  far  less  and  more  episodic, 
than  that  of  Eodogune.  For  instance  Sophocles  has  named 
one  of  his  tragedies  the  Tra«hini»  which  nowadays  we 
rarely  name  otherwise  than  the  dying  Hercules."  This 
observation  is  in  itself  quite  correct,  the  ancients  con- 
sidered a  title  as  quite  unimportant,  they  did  not  deem  in 
the  least  that  it  need  indicate  the  contents,  enough  if  it 
served  to  distinguish  one  play  from  another  and  for  this 
the  smallest  circumstance  suffices.  Yet  for  all  that  I 
scarcely  believe  that  Sophocles  would  to-day  name 
*  Deianira '  the  play  he  called  the  Trachiniae.  He  did  not 
hesitate  to  give  it  an  insignificant  name,  but  to  give  it  a 
deceptive  name,  a  name  that  draws  attention  to  a  wrong 
point,  he  would  doubtless  have  avoided.  Comeille's 
fears  went  too  far.  Whoever  knows  the  Egyptian  Cleo- 
patra knows  also  that  Syria  is  not  Egypt,  that  various 
kings  and  queens  have  borne  the  same  names,  but  who- 
ever does  not  know  of  the  one  cannot  confound  it  with 
the  other.  At  least  Corneille  need  not  have  avoided  the 
name  Cleopatra  so  carefully  in  the  play  itself;  the  first 
act  loses  thereby  in  lucidity,  and  the  German  translator  did 
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well  to  disregard  this.  No  writer,  and  least  of  all  a  poet, 
must  assume  his  readers  to  be  so  very  ignorant ;  he  may 
even  at  times  think  that  what  they  do  not  know,  they 
may  inquire  about. 

No.  30. 

Qleopatra,  in  history,  murders  her  husband,  shoots  one 
of  her  sons  and  wishes  to  poison  the  other.  Beyond  ques- 
tion one  crime  sprang  out  of  another  and  they  all  sprang 
from  one  and  the  same  source.  At  least  it  can  be  assomed 
with  probability  that  the  jealousy  that  can  make  an  en- 
raged wife  can  make  an  equally  angered  mother.  To  see 
a  second  wife  placed  in  the  same  rank  with  herself,  to  share 
with  such  a  one  the  love  of  her  husband  and  the  dignity 
of  her  station,  quickly  ripened  the  resolve  in  a  proud  and 
sensitive  heart,  not  to  possess  that  which  it  could  not 
possess  alone.  Demetrius  must  not  live  because  he  will 
not  live  for  Cleopatra  alone.  The  guilty  husband  fsdls, 
but  in  him  falls  also  a  father  who  leaves  avenging  soeb. 
The  mother  had  not  thought  of  these  in  the  heat  of  her 
passions,  or  only  thought  of  them  as  her  sons  of  whose  sab- 
mission  she  was  assured  or  whose  filial  zeal  would  in&lli- 
bly  choose  for  the  party  first  offended  if  they  must  choose 
between  the  parents.  She  did  not  find  it  thus.  The  son 
l)ecame  king,  and  the  king  saw  in  Cleopatra  not  the 
mother  but  the  regicide.  She  had  everything  to  fear  finom 
]iim  and  from  that  moment  he  had  all  to  fear  &om  her. 
Jealousy  still  boiled  in  her  heart,  the  faithless  spouse  still 
lived  in  his  sons,  she  began  to  hate  all  that  recalled  to  her 
that  she  ever  loved  him  and  self-preservation  strengthened 
this  hate.  The  mother  was  readier  than  the  son,  the 
offending  woman  readier  than  the  offended  man;  she 
executed  her  second  murder  in  order  to  have  execnted  the 
first  unpunished ;  she  executed  it  upon  her  son  and  satis- 
fied herself  by  the  representation  that  she  was  only  ex- 
ecuting it  upon  one  who  had  resolved  on  her  own  destmo- 
tion,  that  she  was  not  really  murdering  but  only  preventing 
her  own  murder.  The  fate  of  the  eldest  son  would  also 
have  teen  the  fate  of  the  younger,  only  he  was  readier  or 
luckier.  He  forced  his  mother  to  drink  the  poison  Rhe 
had  prepared  for  him;  one  inhuman  crime  avenges  the 
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other,  and  it  only  depends  on  the  circnmstances  on  which 
Bide  we  feel  most  disgust  or  sympathy. 

This  triple  murder  should  constitute  only  one  action, 
that  has  its  beginning,  its  centre  and  its  end  in  the  one 
passion  of  one  person.  What  therefore  does  it  lack  as  the 
subject  for  a  tragedy?  Nothing  for  genius,  everything 
for  a  bungler.  Here  there  is  no  love,  no  entanglement,  no 
recognition,  no  unexpected  marvellous  occurrence ;  every- 
thing proceeds  naturally.  This  natural  course  tempts 
genius  and  repels  the  bungler.  Genius  is  only  busied  with 
events  that  are  rooted  in  one  another,  that  form  a  chain  of 
cause  and  eflfect.  To  reduce  the  latter  to  the  former,  to 
weigh  the  latter  against  the  former,  everywhere  to  exclude 
chance,  to  cause  everything  that  occurs  to  occur  so  that  it 
could  not  have  happened  otherwise,  this  is  the  part  of  genius 
-when  it  works  in  the  domains  of  history  and  converts  the 
useless  treasures  of  memory  into  nourishment  for  the  soul. 
"Wit  on  the  contrary,  that  does  not  depend  on  matters 
rooted  in  each  other,  but  on  the  similar  or  dissimilar,  if  it 
Tentures  on  a  work  that  should  be  reserved  to  genius 
alone,  detains  itself  with  such  events  as  have  not  further 
concern  with  one  another  except  that  they  have  occurred 
at  the  same  time.  To  connect  these,  to  interweave  and 
confuse  their  threads  so  that  we  lose  the  one  at  every 
moment  in  following  out  the  other  and  are  thrown  from 
one  surprise  into  another,  this  is  the  part  of  wit  and 
this  only.  From  the  incessant  crossing  of  such  threads 
of  opposed  colours  results  a  texture,  which  is  to  art  what 
weavers  call  changeant:  a  material  of  which  we  cannot 
say  whether  it  be  blue  or  red,  green  or  yellow ;  it  is  both, 
it  seems  this  from  one  side,  that  from  another,  a.plaything 
of  fashion,  a  juggling  trick  for  children. 

Now  judge  whether  the  great  Comeille  has  used  his 
theme  like  a  genius  or  like  a  wit.  For  this  judgment 
nothing  else  is  required  but  the  application  of  the 
axiom,  disputed  by  none :  Genius  loves  simplicity,  and  wit 
complication. 

In  history  Cleopatra  murders  her  spouse  from  jealousy. 
From  jealousy  ?  thought  Comeille :  Why  that  would  be 
quite  like  a  common  woman ;  no,  my  Cleopatra  must  be  a 
heroine  who  would  even  gladly  have  lost  her  husband  but 
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on  no  account  her  throne.  That  her  hnsband  loves  Bodo- 
gune  must  not  pain  her  as  much  as  that  Eodogone  is  to 
be  a  queen  like  herself;  this  is  far  more  elevated  in  idea. 
Quite  true ;  far  more  elevated  and — far  more  TmnatnraL 
For  to  begin  with,  pride  is  a  far  more  unnaturalj  a  more 
artificial,  vice  than  jealousy.  Secondly  the  pride  of  a 
woman  is  still  more  unnatural  than  the  pride  of  a  num. 
Nature  has  formed  the  female  sex  to  love,  not  to  enact 
violence;  it  is  to  awaken  tenderness,  not  fear;  only  its 
charms  are  to  render  it  powerful ;  it  should  only  rule  hjf 
caresses  and  should  not  desire  to  rule  over  more  than  it 
can  enjoy.  A  woman  who  likes  ruling  merely  for  its  own 
sake,  all  of  whose  inclinations  are  subordinate  to  ambi- 
tion, who  knows  no  other  happiness  than  to  command^  to 
tyrannise,  to  put  her  foot  on  the  necks  of  nations ;  such 
a  woman  may  have  existed  once  or  more  than  onoe,  but 
nevertheless  she  is  an  exception  and  whoever  painte  an 
exception,  unquestionably  paints  what  is  against  nature. 
Comeille's  Cleopatra  who  is  such  a  woman,  who  allows 
herself  every  crime  to  gratify  her  ambition,  her  offended 
pride,  who  casts  about  her  Machiavellian  maxims,  is  a 
monster  of  her  sex,  and  Medea  is  amiable  and  virtuons  as 
compared  with  her.  For  all  the  cruelties  committed  by 
Medea,  she  commits  from  jealousy.  I  will  forgive  all  to 
a  tender  jealous  woman,  she  is  what  she  should  be,  only 
to  excess.  But  a  woman  who  commits  crimes  from 
deliberate  ambition  and  cold  pride  revolts  our  heart  and 
all  the  art  of  the  poet  cannot  render  her  interesting. 
We  gaze  at  her  with  wonder  as  we  gaze  at  a  monstrosify 
and  when  we  have  sated  our  curiosity,  we  thank  Heaven 
that  nature  only  errs  like  this  once  in  a  thousand  yeais 
and  are  vexed  with  the  poet  who  wishes  to  pass  off  such 
abortions  as  human  beings  whom  it  is  good  for  us  to  know. 
If  we  go  through  all  history,  among  fifty  women  who 
have  dethroned  or  murdered  their  husbands,  there  is 
scarcely  one  of  whom  we  could  not  prove  that  offended 
love  drove  her  to  this  step.  From  mere  love  of  dominion, 
from  mere  pride  to  sway  the  sceptre  that  had  been  borne 
by  a  loving  husband,  scarcely  one  has  so  far  forgotten 
lierself.  It  is  tnie  that  many  who  have  thus  nsurpe<l 
government  as  offended  wives  have  nilcd  afterwards  with 
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lanly  pride.  They  had  too  well  learnt  the  wounding 
ir  of  subjection  by  the  sides  of  their  cold,  morose, 
less  husbands,  so  that  their  independence,  attained 
leans  of  extreme  danger,  was  the  more  precious  to 
But  surely  none  thought  or  felt  within  herself 

Comeille  lets  his  Cleopatra  say  of  herself ;  the  most 
less  bravado  of  crime.  The  greatest  criminal  knows 
to  excuse  himself  to  himself,  tries  to  persuade  him- 
that  the  crime  he  commits  is  no  such  great  crime,  or 
unavoidable  necessity  makes  him  commit  it.  It  in 
ist  all  nature  that  he  should  boast  of  vice  as  vice ; 
;he  poet  is  to  be  extremely  censured  who  from  mere 
3  to  say  something  that  is  dazzling  or  strong,  lets  us 
tad  the  human  heart  as  if  its  fundamental  inclinations 

thus  turn  to  ievil  for  evil's  sake, 
ch  distorted  characters,  such  shuddering  tirades  are 

frequent  with  Comeille  than  any  other  poet  and  it 
easily  be  that  he  founds  his  surname  the  Great,  in 
on  these..  It  is  true,  everything  with  him  breathes 
jroism,  even  that  which  should  not  be  capable  of 
i  is  not  capable  of  it,  namely  vice.  The  Monstrous, 
gigantic  they  should  call  him,  not  the  Great.  For 
ng  is  great  that  is  not  true. 

No.  31. 

history  Cleopatra  only  avenges  herself  upon  her 
ind,  she  would  not  or  could  not  avenge  herself  on 
^une.  With  the  poet  this  vengeance  is  long  past ; 
aurder  of  Demetrius  is  only  recounted  and  all  the 
1  of  the  play  concerns  Kodogune.     Comeille  will  not 

his  Cleopatra  to  halt  half-way;  she  must  deem 
Lf  unavenged  so  long  as  she  has  not  avenged  herself 
»dogune.  It  is  certainly  natural  to  a  jealous  woman 
still  more  implacable  to  her  rival  than  to  her  faith- 
lusband.  But  Comeille*s  Cleopatra,  as  I  said,  is 
or  not  at  all  jealous,  she  is  only  ambitious,  and  the 
ge  of  an  ambitious  woman  should  never  resemble 
)f  a  jealous  one.  The  two  passions  are  too  diverse 
eir  expressions  to  be  the  same.  Ambition  is  never 
ut  a  kind  of  nobility,  and  revenge  is  too  much  opposed  . 
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mixture  with  cognate  passions.  The  overttire  was  entire 
of  this  character ;  the  impetuosity  of  the  first  moveme 
melts  into  the  pathos  of  the  second,  which  is  raised  to 
solemn  dignity  in  the  third.  A  musician  who  tali 
greater  liberties  in  his  symphonies,  who  breaks  off  t 
emotion  in  every  movement  to  commence  a  fresh  ai 
different  emotion  in  the  next,  and  then  again  lets  this  { 
in  order  to  throw  himself  into  a  third  and  different  mos 
ment,  may  have  spent  much  art,  but  uselessly ;  can  si 
prise,  confound,  tickle,  but  cannot  touch.  Whoever  won 
speak  to  our  hearts  and  awaken  sympathetic  emotio 
must  observe  the  same  sequence  of  idea  as  though  '. 
were  instructing  or  enlightening  our  reason.  Music  ifl 
vain  sandheap  if  devoid  of  sequence  and  inner  oonnezi 
of  all  and  every  part ;  it  can  make  no  permanent  impressk 
Only  proper  connexion  makes  it  into  firm  marble  up 
which  the  hand  of  the  artist  immortalises  himself. 

The  movement  after  the  first  act  therefore  seeks  ohid 
to  keep  up  the  anxiety  of  Semiramis  to  which  the  pc 
dedicated  that  act ;  anxieties  that  are  still  mingled  wi 
some  hopes ;  an  andante  mesto,  with  muted  violinB  ai 
bass-viol. 

In  the  second  act  Assur  plays  too  important  a  part 
do  otherwise  than  rule  the  expression  of  the  musio.  I 
allegro  OBsai  in  G  major  with  Fiench  horns,  flutes  ai 
oboes,  the  bass  part  strengthened  by  a  bassoon  ezprest 
tlie  feelings  of  fear  and  doubt,  mingled  with  ever-reci 
ring  pride  that  distinguish  this  faithless  and  imperio 
minister. 

In  the  third  act  the  ghost  appears.  At  the  first  pe 
formance  I  remarked  how  little  impression  this  apparitk 
of  Voltaire's  makes  on  the  audience.  But  the  mudcii 
has  very  properly  taken  no  heed  of  this,  he  makes  ga 
what  the  poet  has  omitted  and  an  allegro,  E  minor  wit 
the  same  instrumentation  as  the  foregoing,  only  Hu 
E  horns  vary  with  G  horns,  express  no  mute  and  indole] 
astonishment,  but  the  true  dismay  which  such  an  apparitic 
must  evoke  from  the  people. 

Semiramis's  anxiety  in  the  fourth  act  rouses  our  pit) 
we  pity  her  remorse  though  we  know  the  full  extent  < 
her  guilt.     The  music  also  sounds  the  note  of  pity  an 
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sympathy  in  a  larghetto  A  itinor,  with  muted  violins  and 
bas8-yiol  and  oboes. 

At  last  there  follows  upon  the  fifth  act  one  single  mOTc- 
xnent,  an  adagio  in  E  major,  with  violins  and  bass-viol, 
horns,  and  increased  oboes  and  flutes  and  bassoons. 

The  expression  is  suited  to  the  personages  of  the 
tragedy  and  characterised  by  dignity  tending  to  grief, 
with  some  due  regard,  so  it  seems  to  me,  to  the  last  four 
lines  in  which  Truth  raises  her  warning  voice  with  might 
and  solemnity  against  the  great  ones  of  the  earth. 

To  perceive  the  intentions  of  a  musician  means  to 
admit  to  him  that  he  has  attained  them.  His  work  is 
not  to  be  a  riddle  whose  solution  is  as  dif&cult  as  it  is 
nnoertain.  Whatever  a  healthy  ear  quickly  perceives, 
that  and  nothing  else  is  what  he  desired  to  say ;  his 
merit  increases  with  his  lucidity;  the  easier,  the  more 
general  he  is  of  comprehension,  the  more  he  deserves 
pnise.  It  is  not  praiseworthy  in  me  that  I  have  heard 
aright,  but  it  is  the  greater  praise  for  Herr  Agricola  that 
in  this,  his  composition,  no  one  has  heard  anything 
di£Eerent  from  that  which  I  have  heard. 

No.  28. 

•  •  •  •  • 

.  On  the  thirty-fourth  evening  Begnard's  •  Distrait'  was 
performed. 

Begnard  first  brought  out  his  '  Distrait '  in  1697  and 
it  did  not  meet  with  the  least  favour.  Thirty-four  years 
later,  when  the  comedians  brought  it  out  again,  it  found 
great  favour.  Which  public  was  in  the  right  ?  Perhaps 
neither  of.  them  were  so  far  wrong.  The  severe  public 
oondemned  the  piece  as  no  good  formal  comedy,  as  which 
no  doubt  the  author  issued  it.  The  other  public  received 
it  as  nothing  more  than  it  is ;  a  farce,  an  absurdity  to 
make  them  laugh;  they  laughed  and  were  thankful.. 
The  first  public  fiiought : — 

*'  non  satis  est  risu  diducere  rictum 
Auditoris  .  .  ." 

and  the  second : — 

"  Et  est  qusBdam  tamen  hie  quoque  virtus.** 

TOL.  III.  1^ 
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thing  is  done  again.  Or  they  hoth  kill  their  love  and  boih 
want  to  have  the  throne;  and  bo  the  story  cannot  end. 
Or  they  both  kill  their  mother  and  both  want  to  have 
their  love,  and  again  it  cannot  end.  But  if  they  are  both 
80  nice  and  virtuous,  neither  of  them  will  kill  the  one  or 
the  other,  they  both  stand  still  prettily  and  gape  open- 
mouthed  and  do  not  know  what  to  do ;  and  that  is  juBt 
the  beauty  of  it.  True  the  play  will  thereby  assume 
the  very  strange  aspect  that  its  women  will  be  wone 
than  raving  men,  ana  the  men  act  more  womanishly  than 
the  feeblest  woman ;  but  what  matters  that  ?  Sather  it 
is  an  additional  merit  in  the  play,  far  the  contraiy  is  so 
common,  so  hackneyed  I 

But  to  be  serious ;  I  do  not  know  whether  it  costs  mudi 
trouble  to  make  such  inventions,  I  have  never  attempted 
it,  it  is  hardly  likely  that  I  shall  ever  attempt  it.  J3at 
this  I  know,  it  is  very  hard  work  to  digest  such  inven- 
tions. 

Not  because  they  are  mere  inventions,  because  not  the 
faintest  trace  of  them  is  to  be  found  in  history.  Gor- 
neille  might  have  spared  himself  this  consideration. 
"  Perhaps,"  he  says,  "  we  may  question  whether  the 
liberty  of  poetry  may  extend  so  far  as  to  invent  a  whole 
history  under  familiar  names,  as  I  have  done  here,  where  I 
after  the  recital  in  the  first  act  which  is  the  foundation 
of  the  following,  up  to  the  eflfects  of  the  fifth,  not  the 
smallest  thing  occurs  that  has  any  historical  veracity. 
But,"  he  continues,  "it  seems  to  me  that  if  we  omy 
retain  the  results  of  a  history,  all  the  surrounding 
circumstances  all  the  introductions  to  these  results  are 
in  our  power.  At  least  I  can  recall  no  rule  against  this, 
and  the  example  of  the  ancients  is  wholly  on  my  side. 
For  compare  Sophocles's  *  Electra  *  with  the  *  Electra '  of 
Euripides  and  see  whether  they  have  more  in  common 
than  the  mere  result,  the  last  occurrence  in  the  history 
of  their  heroine  at  which  each  one  arrives  on  a  different 
path  by  different  means,  so  that  one  at  least  must  be  the 
total  invention  of  their  author.  Or  let  us  regard  *  Iphigenia 
in  Tauris '  which  Aristotle  names  the  model  of  a  perfect 
tragedy  and  that  yet  has  greatly  the  appearance  of 
being  a  complete  invention,  seeing  it  is  only  founded 
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I  the  drcamstance  that  Diana  removes  Iphigenia 
om  the  altar  on  which  she  is  to  be  sacrificed  in  a  cloud 
id  plaoes  a  deer  in  her  stead.  Then  the  'Helena'  of 
uripides  deserves  especial  comment,  where  the  main 
ition,  as  well  as  the  episodes,  the  entanglement  and  the 
moiiement  are  entirely  fictitious  and  borrow  nothing  save 
leir  names,  from  history." 

Certainly  it  was  permissible  to  Comeille  to  treat  his- 
rical  events  at  lus  discretion.  For  instance  he  might 
sume  Eodogune  to  be  as  young  as  he  pleased,  and  Yol- 
ire  is  much  in  the  wrong  when  he  again  here  reckons 
it  of  history  that  Eodogune  cannot  have  been  so  young 
K^ause  she  had  married  Demetrius  when  the  young 
inces,  who  must  now  be  at  least  twenty,  were  in  their 
fancy.  What  does  that  concern  the  poet  ?  His  Eodogune 
d  not  marry  Demetrius ;  she  was  very  young  when  the 
ther  wanted  to  marry  her  and  not  much  older  when  the 
ns  became  enamoured  of  her.  Voltaire  with  his  his- 
rical  censorship  is  quite  unbearable.  If  only  instead  he 
ould  Terify  the  dates  in  his  General  History  of  the 
'orld  I 

No.  32. 

Comeille  could  have  gone  back  still  further  for 
amples  from  the  ancients.  Many  really  deem  that 
agedy  in  Greece  was  invented  to  keep  alive  the  memory 
great  and  marvellous  events,  that  its  first  purpose 
18  to  tread  carefully  in  the  footprints  of  history  and  to 
verge  neither  to  right  nor  left.  But  they  are  mistaken. 
)r  Thespis  already  left  historical  accuracy  quite  unre- 
trded.^  He  brought  upon  himself  sharp  rebuke  from 
don  on  that  account.  But  without  saying  that  Solon 
iderstood  legislation  better  than  poetics,  the  conclusions 
inch  might  be  drawn  from  his  rebuke  can  be  evaded  in  a 
£ferent  manner.  Under  Thespis  art  already  employed 
1  privileges  before  it  could  prove  itself  worthy  of  these 
I  the  score  of  utility.  Thespis  pondered,  invented,  let 
miliar  personages  say  and  do  what  he  desired,  but  he 
orhaps  did  not  know  how  to  make  his  inventions  probable 

>  Diogenes  Laertius,  lib.  i.  §  59. 
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and  instructive.  Solon  therefore  perceived  in  them  only 
the  untrue,  without  the  leagt .  suspicion  of  their  utility. 
He  was  jealous  against  a  poison,  which  can  easilj'  be  of 
ill  effect  if  it  does  not  bear  with  it  its  antidote.. 

I  greatly  fear  that  Solon  would  also  have  named 
the  invention  of  the  great  Comeille  nothing  but  miser- 
able lies.  For  wherefore  all  these  inventions?  Doihesj 
render  anything  more  probable  in  the  history  wherewith 
he  overloads  them?  They  are  not. even  probable  in 
themselves.  Corneille  boasted  of  them*  as  very  wonderful 
exertions  of  his  power  of  invention,  and  yet-  he  should 
have  known  that  not  the  mere  fact  of  invention,  bu); 
invention  conformable  to  its  purpose,  marks  a  creative 
mind< 

The  poet  finds  in  history  a  woman  who  murders  her 
husband  and  sons.  Such  indeed  can  awaken  terror  and 
pity  and  he  takes  hold  of  it  to  treat  it  as  a  tragedy.  But 
history  tells  him  no  more  than  the  bare  fact  and  this  is 
as  horrible  as  it  is  unusual.  It  furnishes  at  most  three 
scenes,  and,  devoid  of  all  detailed  circumstances^  three 
improbable  scenes.     What  therefore  does  the  poet  do  ? 

As  he  deserves  this  name  more  or  less,  the  improb- 
ability or  the  meagre  brevity  will  seem  to  him  the 
greatest  want  in  this  play. 

If  he  be  in  the  first  condition,  he  will  consider  alK)ve  all 
else  how  to  invent  a  series  of  causes  and  effects  by  which 
these  improbable  crimes  could  be  accounted  for  most 
naturally.  Not  satisfied  with  resting  their  probability 
upon  historical  authority,  he  will  endeavour  so  to  con- 
struct the  characters  of  his  personages,  will  endeavour  so 
to  necessitate  one  from  another  the  events  that  place  his 
characters  in  action,  will  endeavour  to  define  the  passions 
of  each  character  so  accurately,  will  endeavour  to  lead 
these  passions  through  such  gradual  steps,  that  we  shall 
everywhere  see  nothing  but  the  most  natural  and  common 
course  of  events.  Thus  with  every  step  we  '^see  his 
personages  take,  we  must  acknowledge  that  we  should 
have  taken  it  ourselves  under  the  same  circumstances  and 
the  same  degree  of  passion,  and  hence  nothing  will  repel 
us  but  the  imperceptible  approach  to  a  goal  from  which 
our  imagination  shrinks,  and  where   we  suddenly  find 
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irselves  filled  with  profound  pity  for  those  whom  a  fatai 
;ream  has  carried  so  far,  fi),nd  full  of  terror  at  the  ron- 
dousness  that  a  similar  stream  might  also  thus  have  borne 
irselves  away  to  do  deeds  which  in  cold  blood  we  should 
ave  regarded  as  far  from  us.     If  the  poet  takes  this  line, 

his  genius  tells  him  that  he  cannot  ignobly  falter  in 
s  course,  then  the  meagre  brevity  of  his  fable  has  vanished 
b  once,  it  no  longer  distresses  him  how  he  shall  fill  his 
ve  acts  with  so  few  events,  he  is  only  afraid  lest  five 
3t8  should  not  suffice  for  all  his  material,  that  enlarges 
lore  and  more  under  his  treatment  now  that  he  has 
iscovered  its  hidden  organisation  and  understands  how 
)  unravel  it. 

Meantime  the  poet  who  less  deserves  this  name,  who  is 
othing  but  an  ingenious  fellow,  a  good  versifier,  he,  I  say, 
dll  find  so  little  obstacle  in  the  improbability  of  his  scheme 
lat  he  actually  seeks  therein  its  claim  to  admiration, 
rhioh  he  must  on  no  account  diminish  if  he  would  not 
eprive  himself  of  the  surest  means  to  evoke  pity  and 
jrror.  For  he  knows  so  little  wherein  this  pity  and 
irror  really  consist  that  in  order  to  evoke  them  he  thinks 
e  cannot  pile  up  enough  marvellous,  unexpected,  in- 
redible  and  abnormal  matters  and  thinks  he  must  ever 
ave  recourse  to  extraordinary  and  horrible  misfortunes 
nd  crimes.     Scarcely  therefore  has  he  scented  in  history 

Cleopatra,  the  murderess  of  her  husband  and  sons,  than 
e  sees  nothing  further  to  do,  in  order  to  form  this  into  a 
:agedy,  than  to  fill  in  the  interstices  between  the  two 
rimes  and  to  fill  it  with  matter  as  strange  as  the  crimes 
tiemselves.  All  this,  his  invention  and  the  historical 
laterials,  he  kneads  into  a  very  long,  very  incom- 
rehensible  romance,  and  when  he  has  kneaded  it  as  well 
3  flour  and  straw  can  be  kneaded  together,  he  places  his 
aste  upon  the  skeleton  wires  of  acts  and  scenes,  relates 
ad  relates,  rants  and  rhymes,  and  in  four  to  six  weeks, 
Dcording  as  rhyming  is  easy  or  difficult  to  him,  the 
'^onderwork  is  finished ;  is  called  a  tragedy,  is  printed 
tid  performed,  read  a;id  looked  at,  admired  or  hissed, 
3tained  or  forgotten  as  good  luck  will  have  it.  For 
5  hahent  sua  fata  libelU, 

May  I  presume  to  apply  this  to  the  great  Corneille'^ 
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Or  must  I  still  make  this  application?  Aocording  to  the 
secret  fate  that  rules  over  writings  as  over  men,  hk 
*  Bodogune '  has  been  held  for  more  than  a  hundred  yean 
the  greatest  masterpiece  of  the  greatest  tragical  poet  of 
all  France  and  has  occasionally  been  admired  by  all 
Europe.  Can  an  admiration  of  a  hundred  years  be 
groundless?  Where  have  mankind  so  long  concealed 
their  eyes,  their  emotions  ?  Was  it  reserved  from  1644  to 
1767  to  a  Hamburg  dramatic  critic  to  see  spots  in  the 
sun  and  to  debase  a  planet  to  a  meteor? 

Oh  no !  Already  in  the  last  century  a  certain  honest 
Huron  was  imprisoned  in  the  Bastille  at  Paris ;  he  found 
time  hang  heavy  on  his  hands  although  he  was  in  Paris, 
and  from  sheer  ennui  he  studied  the  French  poets ;  and  this 
Huron  could  not  take  pleasure  in  *  Bodogune.'  After  this 
there  lived,  somewhere  in  Italy  at  the  beginning  of  this 
century,  a  pedant  who  had  his  head  full  of  the  tragedies 
of  the  Greeks  and  of  his  countrymen  of  the  sixteenth 
century  and  he  also  found  much  to  censure  in '  Bodogune.* 
Finally  a  few  years  ago  there  was  a  Frenchman,  a  great 
admirer  of  Comeille's  name,  who  because  he  was  rich  and 
had  a  good  heart,  took  pity  on  the  poor  deserted  grand* 
daughter  of  the  great  poet,  had  her  educated  under  his 
eyes,  taught  her  to  make  pretty  verses,  collected  alms  for 
her,  wrote  a  large  lucrative  commentary  to  the  works  of 
her  grandfather  as  her  dowry,  and  so  forth ;  yet  even  he 
declared  '  Bodogune '  to  be  a  very  absurd  play,  and  was 
utterly  amazed  how  so  great  a  man  as  the  great  Comeille, 
could  write  such  wretched  stuff.  Under  one  of  these  the 
above  dramatic  critic  must  have  gone  to  school  and  most 
probably  under  the  last  named,  for  it  is  always  a  French- 
man who  opens  the  eyes  of  a  foreigner  to  the  faults  of  a 
Frenchman.  Beyond  question  he  repeats  after  him ;  or  if 
not  after  him,  after  the  Italian,  or  perhaps  even  after 
Huron.  From  one  of  these  he  must  have  learnt  it.  For 
that  a  German  should  think  of  himself,  should  of  himself 
have  the  audacity  to  doubt  the  excellence  of  a  Frenohmaiif 
who  could  conceive  such  a  thing  ?  .  , 
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No.  33. 

On  the  thirty-sixth  evening  (Friday,  July  3rd)  M. 
Favart's  comedy  *Soliman  the  Second'  was  performed, 
also  in  the  presence  of  H.M.  the  King  of  Denmark. 

I  do  not  care  to  examine  how  far  history  confirms  that 
Soliman  the  Second  became  enamoured  of  a  European 
slave,  who  knew  so  well  how  to  enchain  him  and  train 
him  to  her  will  that,  contrary  to  all  the  custcmis  of  his 
realm,  he  caused  himself  to  be  formally  united  to  her  and 
had  to  declare  her  as  empress.  Enough  that  Marmontel 
has  founded  on  this  one  of  his  moral  tales,  in  which  how- 
ever he  changes  this  slave,  said  to  have  been  an  Italian, 
into  a  Frenchwoman,  beyond  question  because  he  con- 
sidered it  as  too  unlikely  that  any  other  beauty  but  a 
French  one,  could  have  carried  off  such  a  rare  victory 
over  a  Grand  Turk. 

I  do  not  know  what  to  say  to  Marmontel's  tale.  It  is 
not  that  it  is  not  told  with  much  wit,  and  with  all  the 
subtle  knowledge  of  the  world,  its  vanities,  its  absurdities, 
as  well  as  with  the  elegance  and  grace  that  distinguish 
this  author.  From  this  side  it  is  excellent,  charming. 
But  it  is  intended  for  a  moral  tale,  and  I  cannot  find  where 
its  niorality  resides.  Certainly  it  is  not  as  licentious  and 
offensive  as  a  tale  by  La  Fontaine  or  Or^court ;  but  is  it 
moral  because  it  is  not  absolutely  immoral  ? 

A  Sultan  who  yawns  in  the  lap  of  luxury,  to  whom  its 
too  easy  and  every-day  enjoyment  has  made  it  distasteful 
and  repulsive,  whose  relaxed  nerves  must  be  contracted 
and  irritated  by  something  quite  new  and  peculiar ;  whom 
the  most  subtle  sensuality,  the  most  refined  tenderness 
woo  in  vain ;  this  sick  libertine  is  the  suffering  hero  of 
the  story.  I  say  the  suffering  because  the  glutton  has 
impaired  his  digestion  by  too  many  sweets.  Nothing  more 
will  taste  good  to  him,  until  at  last  he  discovers  some- 
thing that  would  revolt  every  healthy  stomach;  rotten 
eggs,  rats'  tails  and  pdtS  of  caterpillars ;  those  he  likes. 
The  noblest,  most  modest  beauty,  with  a  large,  blue, 
languishing  eye,  with  an  innocent  sensitive  soul,  com- 
mands the  Sultan — until  he  has  won  her.  Another, 
majestic  in  form,  dazzling  in  colour,  flowery  words  on  her 
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shows  it  in  all  its  atrocity;  the  suggestion  amused  ov 
fancy,  the  exectition  revolts  our  feelings,  we'tnm  'onr 
backs  to  the  stage  and  say  with  the  Lykas  of  Betroniu, 
without  being  in  Lykas's  peculiar  position :  **  Si  justos 
Imperator  fuisset,  debuit  patris  famili»  corpus  in  mom- 
montum  referre,  mulierem  ad£gere  cruci.!'  -  And  slieBeemi 
to  us  the  more  to  deserve  this  punishment^  the  less  artiks 
poet  has  expended  on  her  seduction,  for  we  do  not  then 
condemn  in  her  weak  woman  in  general,  but  an  especially 
volatile,  worthless  female  in  particular.  In  short,  in  order 
happily  to  bring  Petronius's  fable  on  the  stage  it  should 
preserve  its  end  and  yet  not  preserve  it ;  the  matnm  shonld 
go  as  far  and  yet  not  as  far*  The  explanation  of  thk 
another  time. 

On  the  thirty -eighth  evening  •  Merope  *  by  M.  de 
Voltaire  was  performed.  .      . 

Yoltaire  ;oomposed  this  tragedy  at  the  instigation  of 
Maffei*s  *  Merope,'.  probably  in  the  year  1737,  probably  at 
Oirey  when  with  his  Urania,  the  Marquise  da  Ch&telet 
For  already  in  January  1783  the  MS.  was  at  Paris  in  the 
hands  of  Father  Brumoy,  who  as  a  Jesuit  and  the  autiior 
of  the  Theatre  des  Grecs  was  the  most  fitted  to  awaken 
interest  in  its  favour  and  to  prepare  the  metropolis  to 
receive  it  with  due  respect.  Brumoy  showed  the  MS.  to 
the  author's  friends,  and  among  others  he  sent  it  to  old 
Father  Tournemine,  who  greatly  flattered  at  being  con- 
sulted by  his  dear  son  Voltaire,  concerning  a  tragedy  and 
a  matter  about  which  he  did  not  understand  much,  wrote 
a  letter  full  of  praise  of  it,  which  was  then  printed  in 
the  preface  of  the  play  and  serves  as  a  lesson  and  a  warn* 
ing  to  all  officious  art  critics.  He  calls  the  play  one  of 
the  most  perfect  tragedies,  a  very  model,  and  we  may  con- 
sequently now  make  ourselves  quite  happy  that  the  play 
of  Euripides  on  the  same  theme  has  been  lost,  or  rather 
it  is  no  longer  lost  for  Voltaire  has  restored  it. 

Now  greatly  though  all  this  should  have  pacified 
Voltaire,  yet  he  did  not  seem  to  hurry  himself  with  its 
representation,  which  only  took  place  in  1743.  He  earned 
all  the  full  fruits  he  could  have  anticipated  from  his 
statesmanlike  procrastination.  '  Merope '  met  with  extra- 
ordinary success  and  the  pit  showed  an  honour  to  the  poet 
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of  wkioli  up  till  that  time  there- Iiad^  ^een  ik>  instance.  It 
is  tmetliat  the  great  Oomeille  waj»  wM.  xeoeived  by  the 
public^his  chair  on  the  stage  was  always  left  unoccupied 
even  when  the  crowd  was  very  great  and  when  he  came 
every  one  roseiiip^  a  distinction  whidb.  in  France  is  only 
shown:  to  princes .  of  the .  royal  blgacl.  Comeille  was 
xegavded :a8 )at  home  in  the  theatre ^md. whentbeoiaster of 
the  hx)Use;  appears,  what  more  becoming  than  that  his 
guests  ishow.  their  deference?  6ut  quite >  other  honours 
'were  peserved  for  Yoltaire;  the  pit  was  anxious  to  know 
in  person  the  man  they  so  greatly  admired  and,  therefore, 
when  the  play  was  aver,  they  desired  to  see  him,  a^4  called 
and  exclaimed  and  clamoured  until  M.  de  YdtaLPe  had  to 
come  out  and  allow  himself  to  be  gaped  at  and  clapped. 
I  know  not  which  of  the  two  most  perplexed  me,  the 
childish  curiosity  of  the  public  or  the  vain  complaisance 
of  the  poet.  How  do  people  think  that  a  poet  looks  ?  Not 
like  oilier:  mortals?  And  how  weak  must  be  the  impres- 
sion made  by  his  work  if  in  the  end  one  desires  nothing 
more  ardently  than  to  see  the  face  of  its  maker.  The 
true  masterpiece,  so  it  seems  to  me,  fills  us  so  entirely 
with  itself  that  we  forget  its  author  over  his  work,  that  we 
do  not  regard  it  as  the  production  of-  a  simple  being  but 
as  the  work  of  general  nature.  Young  says  of  the  sun 
that  it.  would  have  been  a  sin  in  the  heathens  not  to  pray 
to  it.  If  there  is  sense  in  this  hyperbole,  it  is  this;  the 
glory,  the  majesty  of  the  sun  is  so  great,  so  imposing,  that 
savage  man  can  be  pardoned,  nay  that  it  is  natural,  that 
he  can  conceive  of  no  greater  glory,  no  higher  majesty  of 
which  this  is  but  the  reflexion,  if  he  so  lose  himself  in 
his  admiration  of  the  sun  as  not  to  consider  its  Creator. 
I  incline  to  believe  that  the  real  reason  why.  we  know  so 
little,  of  the  person  and  the  life  of  Homer  is  to  be 
sought  in  the  excellence  of  his  poems.  We  stand  asto- 
nished before  the  broad  rushing  river  and  do  not  think 
of  its  source  in  the  distant  mountains.  We  do  not  want 
to  know,  we  are  more  content  to  forget  that  Homer  the 
schoolmaster  in  Smyrna,  Homer,  the  blind  beggar,  is  the 
same  Homer  who  so  delights  us  in  his  works.  He  leads 
us  among  gods  and  heroes  and  we  must  feel  great  ennui  in 
this  society  if  we  want  to  look  round  and  inquire  after  the 
porter  who  has  admitted  us.    The  deception  must  bo^  "s«c^ 
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slight,  we  mnst  feel  little  nature  and  mucli  art  if  we  are 
so  curious  concerning  the  artist.  So  little  flattering  there- 
fore to  a  man  of  genius  is  the  desire  of  the  public  to  know 
him  by  sight.  What  advantage  has  he  before  any  ohanoe 
marmot  which  the  public  is  just  as  eager  to  behold  ?  Yet 
the  vanity  of  the  French  poets  seems  to  have  been  satis- 
fied. For  when  the  Parisian  pit  saw  how  easily  a  Voltaire 
was  to  be  tempted  into  this  trap,  how  tame  and  pliant 
such  a  man  became  under  doubtful  caresses,  it  often 
repeated  this  amusement,  and  rarely  was  a  new  play  per- 
formed afterwards,  whose  author  was  not  likewise  oalled 
out  and  who  came  out  quite  willingly.  From  Voltaire  to 
Marmontel,  and  from  Marmontel  deep  down  to  Cordier, 
nearly  all  have  stood  in  this  pillory.  How  many  a  poor 
contemptible  face  must  have  been  among  them  I  At  last 
the  farce  went  so  far  that  the  more  seiious  among  the 
nation  grew  annoyed.  Folichinello's  happy  thon^t  is 
well  known.  And  recently  a  young  poet  had  the  oouiage 
to  let  the  pit  call  in  vain.  He  would  not  appear,  ffis 
play  was  mediocre,  but  his  behaviour  the  more  to  be 
admired  and  praised.  I  would  rather  have  aided  in 
abolishing  such  an  abuse  by  my  example,  than  have 
occasioned  it  by  ten  *  Meropes.* 

No.  37. 

I  have  said  that  Voltaire's  *  Merope '  was  instigated  by 
Maffei's.  But  instigated  is  perhaps  saying  too  little  for 
it  has  arisen  thence ;  fable,  plan  and  manner  belong  to  j 
Maflfei,  without  his  aid  Voltaire  would  not  have  written  a  ' 
'  Merope '  or  certainly  a  very  different  one. 

Therefore  to  judge  the  Frenchman's  copy  correctly  we 
must  first  become  acquainted  with  the  Italian  original, 
and  to  value  the  latter's  poetical  merits  we  must  first  of 
all  cast  a  glance  over  the  historical  facts  on  which  he 
founded  his  fable. 

Maffei  himself  thus  condenses  these  facts  in  the  preface 
to  his  play :  "  Pausanias  relates  how  after  the  conquest  of 
Troy  the  HeraklidaB,  i.e.  the  descendants  of  Herooles,     I 
settled  in  the  Peloponnesus,  and  how  the  territory  of    • 
Messina  fell  by  lot  to  Eresphontes.    Kresphontes's  wife    ^ 
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was  named  Merope.  Now  Kresphontes  showed  himself 
too  indulgent  to  his  people  and  he  and  his  sons  were 
murdered  by  the  nobles  of  his  realm,  all  excepting  the 
youngest,  named  .ZEpytus  who  was  being  educated  at  a 
distance  among  his  mother's  relations.  This  youngest 
son  when  he  was  grown  up  reconquered  the  paternal 
kingdom  by  the  aid  of  the  Arcadians  and  Dorians  and 
revenged  his  father's  death  upon  the  murderers.  Apol- 
lodorus  relates  how  after  Kresphontes  and  his  two  sons 
had  been  murdered,  Polyphontes,  likewise  a  Heraklide, 
had  taken  possession  of  the  throne  and  forced  Merope  to 
be  his  wife  and  how  the  third  son  whom  the  mother  had 
safely  concealed,  afterwards  killed  the  tyrant  and  regained 
the  throne.  Hyginus  relates  that  Merope  nearly  killed 
her  son  unwittingly,  but  that  she  was  hindered  in  time  by  ^ 
an  old  servant  who  revealed  to  her  that  he  whom  she 
deemed  the  murderer  of  her  son,  was  her  son  himself,  and 
that  this  now  recognised  son  had  on  the  occasion  of  a  sacri- 
fice been  enabled  to  slay  Polyphontes.  Hyginus  however 
names  this  son  Telephontes  and  not  -ZEpytus." 

It  would  be  astonishing  if  such  a  story,  containing  such 
peculiar  reverses  of  fortune  and  recognitions  had  not  been 
already  treated  by  the  ancient  tragedians.  And  was  it 
not?  Aristotle  in  his  *  Poetics'  mentions  a  Kresphontes 
in  whom  Merope  recognises  her  son  just  at  the  moment  ^ 
when  she  is  about  to  kill  his  presumed  assassin.  Plutarch 
in  his  second  treatise  on  *  Eating  of  Flesh '  beyond  doubt 
refers  to  this  very  play  ^  when  he  recalls  the  tumult  into 
which  the  whole  theatre  is  aroused  when  Merope  lifts  the 
axe  against  her  son  and  the  fear  that  seizes  each  spectator 
lest  the  stroke  should  fall  before  the  old  servant  arrives. 
Aristotle  refers  to  this  Kresphontes  without  the  name  of 
an  author,  but  as  in  Cicero  and  other  classics  we  find 
reference  to  a  Kresphontes  of  Euripides,  he  can  scarcely 
have  meant  any  other  work  than  this. 

Father  Toumemine  says   in  the  above-named  letter: 

1  AssTiming  this  (as  we  may  surely  assume  with  certainty,  because 
It  was  not  usual  with  the  ancient  poets,  nor  permitted,  to  steal  one 
from  another)  the  passage  in  Plutarch  must  be  a  fragment  from  Euri- 
pides. Joshua  Barues  has  not  included  it,  but  another  editor  of  the 
poet  migbt  do  so. 
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"  Aristotle,  this  wise  legislator  of  the  stage,  has  placed 
the  fable  of  Merope  in  the  first  rank  of  tragic  fables  (a 
mis  ce  snjet  au  premier  rang  des  snjets  tragiques), Euripides 
treated  it,  and  Aristotle  remarks  that  as  often  as  the 
'  Kresphontes '  of  Euripides  was  represented  on  the  stage  of 
witty  Athens,  this  tragic  masterpiece  moved,  delighted 
and  touched  in  a  most  extraordinary  way  a  public 
greatly  spoilt  by  masterpieces ;"  pretty  phrases,  but  they 
do  not  contain  much  truth !  The  father  was  in  error  on 
two  points.  He  confused  Aristotle  with  Plutarch,  and 
he  did  not  rightly  imderstand  Aristotle.  The  first  error 
is  a  trifle,  the  second  merits  the  trouble  of  saying  a  few 
words  because  many  have  equally  misunderstood  Aristotle. 
The  matter  lies  as  follows:  Aristotle  examines  in  the 
14th  chapter  of  his  Poetics  by  what  means  fear  and  pity 
are  aroused.  All  events,  he  saj^s,  must  occur  either 
between  friends  or  enemies,  or  between  indifferent  persooB. 
When  an  enemy  kills  his  enemy  neither  the  attack  nor 
the  execution  of  the  deed  awaken  other  pity  than  that 
common  feeling  which  is  connected  in  general  with  pain 
and  destruction.  The  same  is  true  of  indifferent  persons. 
Consequently  tragical  events  must  occur  between  friends, 
a  brother  must  kill,  or  wish  to  kill,  his  brother,  a  son  his 
father,  a  mother  a  son,  or  a  son  a  mother,  or  else  desire  to 
ill-treat  them  in  a  painful  way.  This  may  occur  with  or 
without  intention  or  knowledge,  and  since  the  deed  must 
be  either  consummated  or  not,  four  kinds  of  events  arise 
which  more  or  less  express  the  intentions  of  tragedy. 
The  first,  when  the  action  is  undertaken  with  the  foil 
knowledge  of  the  personages  concerned,  and  towards  whom 
it  is  to  be  perpetrated,  but  not  carried  out.  The  second, 
when  it  is  purposely  undertaken  and  actually  carried  out 
The  third,  when  the  deed  is  undertaken  and  carried  out 
iT  -without  the  knowledge  of  its  object,  and  the  perpetrator 
recognises  too  late  the  object  on  whom  it  is  perpetrated. 
The  fourth  wlien  the  deed,  undertaken  in  ignorance,  ii 
not  carried  out,  because  the  persons  involved  have  reoop- 
nised  each  other  in  time.  Of  these  four  classes  Aristotle 
gives  the  preference  to  the  latter,  and  since  he  quotes  the 
ncttion  of  Merope  in  *  Kresphontes,'  as  an  example  thereof, 
Toumemine  and  others  have  accepted  this  as  if  he  had 
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IS  declared  fhis  fable  to  be  the  most  perf^t  kind  foi 
gedy. 

Willie  in  reality  Aristotle  says,  shortly  before,  that  a 
pd  tragical  fable  must  not  end  happily  but  unhappily. 
Iw  can  these  two  statements  exist  together?  It  is  to 
1  unhappily ;  and  yet  the  events  which,  in  accordance 
bh  this  classification  are  preferred  to  all  other  tragical 
snts,  end  happily.  Does  not  the  great  critic  openly 
itradict  himself? 

rictorius,  says  Dacier,  was  the  only  person  who  per- 
ved  this  difficulty,  but  since  he  did  not  understand 
.at  Aristotle  really  meant  in  his  fourteenth  chapter,  ho 
L  not  even  try  to  overcome  the  difficulty.  Aristotle, 
''S  Dacier,  is  not  speaking  of  fable  in  general,  but 
[y  wants  to  teach  how  the  poet  should  treat  tragical 
mts  without  changing  the  essential  that  history  relates 
them ;  and  which  of  these  kinds  is  the  best.  When, 
instance,  the  miirder  of  Klytemnestra  by  Orestes  is  to 
the  subject  of  the  play,  there  are  according  to  Aristotle 
a*  ways  of  working  this  material,  either  as  an  occur- 
Loe  of  the  first,  second,  third  or  fourth  class ;  the  poet 
ist  only  consider  which  is  the  best  and  most  suited.  It 
mot  be  that  the  murder  is  treated  as  an  event  of  the 
it  class  because  according  to  history  it  really  took  place, 
I  must  take  place  through  Orestes.  Nor  according  to  the 
end,  because  this  is  too  horrible.  Nor  according  to  the 
rth,  because  thus  Klytemnestra  would  be  saved,  and  she 
st  on  no  account  be  saved.  Consequently  only  the  third 
ss  remains. 

The  third!  but  Aristotle  gives  the  preference  to  the 
irth  and  not  only  in  individual  cases  and  according  to 
sumstances,  but  in  general.  The  worthy  Dacier  often 
8  thus,  Aristotle  remains  in  the  right  with  him,  not 
^use  he  is  in  the  right,  but  because  he  is  Aristotle, 
lile  thus  deeming  that  he  is  covering  some  of  his  faults 
makes  him  commit  far  worse  ones.  Now  if  an  oppo- 
it  should  have  the  prudence  to  attack  the  latter  instead 
the  former,  then  it  is  all  over  with  the  infallibility''  of 
1  classical  author  about  which  he  cares  more  than  about 
ith.  If  so  much  depends  on  coincidence  with  history, 
the  poet  may  soften  but  not  wholly  change  well-known 
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incidents,  will  there  not  be  some  among  them  that  must 
of  necessity  be  treated  according  to  the  first  or  second 
class  ?  Klytemnestra's  murder  ought  to  be  treated  accord- 
ing to  the  second,  for  Orestes  has  committed  it  knowindy 
and  designedly;  but  the  poet  may  choose  the  thud 
because  it  is  more  tragical  and  does  not  totally  contradiot 
history.  Well,  so  be  it :  but  how  about  Medea  who 
murders  her  children  ?  What  other  plan  but  the  Becond 
can  the  poet  pursue  here?  For  she  must  murder  them 
and  murder  them  designedly,  both  oiroumstanoes  are 
equally  historical.  Then  what  order  of  precedence  can 
there  be  among  these  categories?  The  one  that  is  the 
most  excellent  in  one  case  cannot  be  thought  of  ii 
another.  Or  to  press  Dacier  yet  harder,  let  us  make  the 
application  not  to  historical,  but  to  fictitious  events 
Granted  that  the  murder  of  Clytemnestra  belonged  to  the  | 
latter  category  and  it  had  been  open  to  the  poet  to  perpe- 1 
trate  it  or  not,  to  perpetrate  it  with  knowledge  or  withcmt 
Which  mode  would  he  have  had  to  employ  in  order  t© 
make  of  it  the  most  perfect  tragedy  possible?  Daidsft 
himself  says  the  fourth,  for  if  he  had  preferred  the  third 
it  would  only  have  arisen  from  regard  for  history.  Ihe 
fourth  therefore  ?  The  one  therefore  which  ends  happily  ? 
But  the  best  tragedies,  says  Aristotle,  who  accords  prefer- 
ence to  this  fourth  plan,  are  those  which  end  unhappily? 
And  this  is  just  the  contradiction  which  Dacier  sought 
to  remove.  Has  he  removed  it?  He  has  rather  con- 
firmed it. 

No.  38. 

Nor  am  I  singular  in  regarding  Dacier's  exposition  | 
as  inadequate.  The  German  translator  of  Aristotle*!  ' 
'  Poetics '  has  found  it  equally  unsatisfactory.^  He  gives 
his  reasons  against  it,  that  do  not  actuaUy  contradict 
Dacier's  evasions  but  yet  seem  to  him  quite  sufficient 
to  abandon  the  defence  of  his  author  and  attempt  a  new 
venture  to  save  something  which  is  not  to  be  saved. 
**  I  leave  it  to  a  deeper  comprehension  to  remove  these 
difficulties,  I  can  find  no  light  towards  their  explanation, 
and  it  seems  to  me  only  probable  that  our  philosopher 

>  Herr  Curtius,  p.  214.  '^ 
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did  not  tliink  through  this  chapter  with  his  wonted 
care." 

I  must  confess  that  this  seems  to  me  highly  improbable. 
Aristotle  is  not  often  guilty  of  a  palpable  contradiction. 
Where  I  would  seem  to  find  one  in  such  a  man,  I  prefer 
rather  to  mistrust  my  own  reason.  I  redouble  my  atten- 
tion, I  re-read  the  passage  ten  times,  and  do  not  think  that 
he  contradicts  himself  before  I  perceive  from  the  entire 
connexion  of  his  system  how  and  why  he  has  been  betrayed 
into  this  contradiction.  If  I  find  nothing  that  could  so 
betray  him,  that  must,  so  to  speak,  make  this  contra- 
diction inevitable,  then  I  am  convinced  that  it  is  only 
an  apparent  contradiction.  Else  it  would  certainly  have 
occurred  first  to  the  author  who  had  to  think  over  his 
matter  so  often,  and  not  to  me,  the  unpractised  reader 
who  has  taken  him  up  for  instruction.  I  therefore  pause, 
retrace  the  thread  of  his  ideas,  ponder  every  word,  and 
repeat  to  myself  again  and  again :  Aristotle  can  err  and 
has  often  erred,  but  that  he  should  here  insist  on  some- 
thing which  on  the  next  page  he  contradiots*  that  Aristotle 
cannot  do.     Then  at  length  light  will  come. 

But  without  further  circumlocution,  here  is  the  expla- 
nation of  which  Herr  Curtius  despaired.  Nevertheless  I 
make  no  claim  to  the  honour  of  a  deeper  comprehension. 
I  am  contented  with  the  honour  of  evincing  more 
modesty  towards  a  philosopher  like  Aristotle. 

Now  Aristotle  commends  nothing  more  to  the  tragic 
poet  than  a  good  conception  of  his  fable,  and  he  haa 
endeavoured  to  render  this  easy  to  him  by  various  and 
subtle  remarks.  For  it  is  the  fable  that  principally 
makes  a  poet ;  ten  will  succeed  in  representing  customs, 
reflexions,  expressions  for  one  who  is  excellent  and  blame- 
Less  in  this.  He  declares  a  fable  to  be  an  imitation  of  an 
action,  irpa^cajs,  and  an  action  by  a  combination  of  events 
Ls  avvOea-Ls  Trpayfidnav.  The  action  is  the  whole,  the  events 
are  the  parts  of  this  whole,  and  as  the  goodness  of  any 
whole  rests  on  the  goodness  and  connexion  of  its  several 
parts,  so  also  tragical  action  is  more  or  less  perfect,  accord- 
ing as  the  events  of  which  it  is  composed  separately  and 
wjilectively  coincide  with  the  intentions  of  the  tragedy. 
A.i'istotle  classes  the  events  that  car*  take  place  in  a  tragia 

VOL.  m.  z 


338  LESSING's  prose  works,  [No.  38. 

action  under  three  mains  heads :  change  of  circumstances, 
TTcptTTCTcia ;  recognition,  avayvaypia-fjLos ;  and  suffering,  voSk. 
What  he  means  by  the  two  first  the  names  sufficiently 
reveal.  Under  the  third  he  comprehends  all  that  cau 
occur  of  a  painful  and  destructive  nature  to  the  acting 
personages ;  death,  wounds,  martyrdom  and  so  forth. 
Change  of  circumstances  and  recognition  are  that  by  whicli 
the  more  intiicate  fable,  fivOos  ^cTrXcy/Aci/os,  is  distingnished 
from  the  simple,  dTrXovs.  They  are  therefore  no  essential 
part  of  the  fable,  they  only  make  the  action  more  varied  i 
and  hence  more  interesting  and  beautiful,  but  an  action 
can  have  its  full  unity,  completion  and  greatness  without 
them.  But  without  the  third  we  can  conceive  of  no 
tragical  action;  every  tragedy  must  have  some  form  of 
suffering,  TrdOrj,  be  its  fable  simple  or  involved,  for  herein 
lies  the  actual  intention  of  tragedy,  to  awaken  fear  and 
pity,  while  not  every  change  of  outward  circumstances, 
not  every  recognition,  but  only  certain  forms  of  these  attain 
this  end,  and  other  forms  are  rather  disadvantageous 
than  profitable.  While  therefore  Aristotle  regards  and 
examines  separately  the  various  parts  of  tragical  action 
that  he  has  brought  under  these  three  main  divisions, 
explaining  what  are  the  best  outward  changes,  the  best 
recognition,  the  best  treatment  of  suffering,  he  finds  in 
regard  to  the  former  that  such  changes  of  fortune  are  the 
best  and  most  capable  of  awakening  and  stimulating  pity 
and  fear,  which  change  from  better  to  worse.  In  regard 
to  the  latter  division  he  finds  that  the  best  treatment  of 
suffering  in  the  same  sense  is  when  the  persons  whom 
suffering  threatens,  do  not  know  each  other  or  only  recog- 
nise each  other  at  the  moment  when  this  suffering  is  to 
become  reality  and  it  is  therefore  stayed. 

And  this  is  called  a  contradiction?  I  do  not  under- 
stand where  can  be  the  thoughts  of  him  who  finds  the 
least  contradiction  here.  The  philosopher  speaks  of 
various  parts  ;  why  must  that  which  he  maintains  of  one 
of  those  parts  of  necessity  apply  to  the  others  ?  Is  the 
possible  perfection  of  the  one  also  the  perfection  of  the 
other  ?  Or  is  the  perfection  of  a  part  also  the  perfection 
of  the  whole  ?  If  change  of  circumstances  and  that  which 
Aristotle  includes   under  the  word    suffering,   are  two 
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different  tilings,  as  they  are  indeed^  why  should  not  some- 
thing quite  different  be  said  of  them  ?  Or  is  it  impossible 
that  a  whole  should  have  parts  of  opposed  characteristics  ? 
Where  does  Aristotle  say  that  the  best  tragedy  is  nothing 
but  a  representation  of  changes  of  fortunes  from  pro- 
sperity to  adversity  ?  Or  where  does  he  say  that  the  best 
tragedy  results  from,  nothing  but  the  recognition  of  him 
on  whom  a  fearful  and  unnatural  deed  was  to  have  been 
oommitted  ?  He  says  neither  one  thing  nor  the  other  of 
tragedy  generally,  but  each  of  these  things  of  an  especial 
part  that  more  or  less  concerns  the  end,  which  may 
or  may  not  have  influence.  Ohange  of  fortune  may 
occur  in  the  middle  of  the  play,  And  even  if  it  continues 
thus  to  the  end  of  the  piece,  it  does  not  therefore  con- 
stitute its  end.  For  example,  the  change  of  fortune  in 
'  CBdipus '  that  evinces  itself  already  at  the  close  of  the 
fourth  act,  but  to  which  various  sufferings,  irdOrj,  are  added 
and  with  which  the  play  really  concludes.  In  the  same 
manner  suffering  can  attain  its  accomplishment  in  the 
play  and  at  the  same  moment  be  thwarted  by  recognition, 
so  that  by  means  of  this  recognition  the  play  is  far  from 
concluded,  as  in  the  second  *  Iphigenia  *  of  Euripides  where 
Orestes  is  already  recognised  in  the  fourth  act  by  his 
sister  who  was  in  the  act  of  sacriflcing  him.  And  how 
perfectly  such  tragical  changes  of  fortune  can  be  combined 
with  tragical  treatment  of  suffering  in  one  and  the  same 
fable,  can  be  shown  in  *  Merope '  itself.  It  contains  the 
latter  but  what  hinders  it  from  having  the  former  also,  if 
for  instance  Merope,  when  she  recognises  her  son  under 
the  dagger  in  her  eagerness  to  defend  him  from  Poly- 
phontes,  contributes  to  her  own  or  to  her  loved  son's 
destruction?  "Why  should  not  this  play  close  as  well 
with  the  destruction  of  the  mother  as  with  that  of  the 
tyrant  ?  "Why  should  it  not  be  open  to  the  poet  to  raise 
to  the  highest  point  our  pity  for  a  tender  mother  and 
allow  her  to  be  unfortunate  through  her  tenderness  ?  Or 
why  should  it  not  be  permissible  to  let  the  son  whom  a 
pious  vengeance  has  torn  from  his  mother,  succumb  to  the 
pursuit  of  the  tyrant  ?  Would  not  such  a  *  Merope  *  in 
both  cases  combine  those  two  characteristics  of  the  best  tra- 
godv.  in  which  the  critic  has  been  found  so  contradictory  7 

a.1 
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I  percseive  very  well  what  cansed  the  misunderstanding. 
It  was  not  easy  to  imagine  a  change  of  fortune  from  better 
to  worse  without  suffering,  or  suffering  that  has  been 
obviated  by  recognition  otherwise  than  connected  with 
change  of  fortune.  Yet  each  can  equally  be  without  the 
other,  not  .to  mention  that  both  need  not  touch  the  same 
person,  and  even  if  it  touches  the  same  person,  that  both 
may  not  occur  at  the  same  time,  but  one  follows  the 
other,  and  one  can  be  caused  by  the  other.  Withont  con- 
sidering this,  people  have  only  thought  of  those  instances 
and  fables,  in  which  both  parts  either  harmonise  or  in 
which  one  of  necessity  excludes  the  other.  That  such 
exist,  is  unquestionable.  But  is  the  art  critic  to  be 
censured  because  he  composes  his  rules  in  the  most  general 
manner,  without  considering  the  cases  in  which  his 
general  rules  come  into  collision  and  one  perfection  must 
be  sacrificed  to  another?  Does  such  a  collision  of  necessity 
bring  him  into  contradiction  with  himself?  He  says: 
This  part  of  the  fable,  if  it  is  to  have  its  perfection,  must 
be  of  such  and  such  a  constitution,  that  part  of  another,  a 
third  again  of  another.  But  where  nas  he  said  that  every 
fable  must  of  necessity  have  all  these  parts  ?  Enough  for 
liim  that  there  are  fables  that  could  have  them  all.  If 
your  fable  is  not  among  the  number  of  these  happy  ones ; 
if  it  only  admits  of  the  best  changes  of  fortune,  the  best 
treatment  of  suffering,  then  examine  with  which  of  the 
two  you  would  succeed  best  as  a  whole,  and  choose.  That 
is  all  I 

No.  39. 

Finally  Aristotle  may  or  may  not  have  contradicted 
himself;  Toumemine  may  have  understood  him  rightly  or 
no ;  the  fable  of  *  Merope '  is  neither  in  the  one  case  nor 
the  other  to  be  pronounced  at  once  as  a  perfect  fable. 
For  if  Aristotle  has  contradicted  himself,  then  he  main- 
tains just  the  contrary,  and  it  must  first  be  examined 
where  he  is  most  in  the  right,  here  or  there.  But  if  he 
has  not  contradicted  himself,  in  accordance  with  my 
explanation,  then  the  good  he  says  of  it  does  not  concern 
the  whole  fable  but  only  a  separate  part  thereof.  Per- 
haps the  misuse  of  his  authority  by  Father  Toumemin(» 


No.  89.]  DRAMATIC  NOTES.  341 

was  only  a  Jesuit's  trick,  to  give  us  to  understand  that 
eucli  a  perfect  fable,  treated  by  such  a  great  poet  as 
Voltaire,  must  needs  be  a  masterpiece. 

But  Toumemine  and  Toumemine  I  I  fear  my  readers 
will  ask  "  Who  is  this  Toumemine  ?  We  know  no  such 
Toumemine  I "  For  many  might  really  not  know  him 
and  many  might  ask  thus  because  they  know  him  too  well, 
like  Montesquieu.^ 

Let  them  have  the  goodness  therefore  to  substitute 
M.  de  Voltaire  for  Father  Toumemine.  For  he  too  endea- 
vours to  give  us  the  same  erroneous  impressions  of  the 
lost  play  of  Euripides.  He  too  says,  that  Aristotle  in  his 
immortal  *  Poetics '  does  not  hesitate  to  pronounce  that  the 
recognition  by  Merope  of  her  son  is  the  most  interesting 
moment  in  the  whole  Greek  theatre.  He  too  says  that 
Aristotle  accords  preference  to  this  coup  de  theatre  before 
all  others.  And  he  even  assures  us  of  Plutarch,  that  he 
held  this  play  of  Euripides  to  be  the  most  touching  of  all 
his  plays.^  This  latter  statement  is  wholly  fictitious. 
For  Plutarch  does  not  even  name  the  title  of  the  play 
whence  he  quotes  the  situation  of  Merope ;  he  neither  says 
how  it  is  called  nor  who  was  its  author ;  still  less  does  he 
declare  it  to  be  the  most  touching  of  Euripides*  dramas. 

Aristotle  should  not  have  hesitated  to  pronounce  that 
the  recognition  by  Merope  of  her  son  is  the  most  in- 
teresting moment  in  the  whole  Greek  theatre  I  What  an 
expression !  **  not  hesitated  to  pronounce."  What  hyper- 
bole :  "  the  most  interesting  moment  of  the  whole  Greek 
theatre  "  I  Should  we  not  infer  herefrom  that  Aristotle 
was  carefully  reviewing  all  the  interesting  moments  that 
a  tragedy  may  have,  comparing  one  with  another, 
weighing  the  various  examples  that  he  found  in  each 

'  Lettres  familieres. 

•  •*  Arifltote,  dans  ea  Poetiqne  immortelle,  ne  balance  pas  a  dire  que  la 
reconnaissance  de  Merope  et  de  son  fils  etait  le  moment  le  plus 
int6ressant  de  toute  la  scene  Grecque.  II  donnait  k  ce  coup  de  theatre 
la  preference  sur  tous  les  autres.  Plutarque  dit  quo  les  Grecs,  ee 
peuple  si  sensible,  fremissaient  de  crainte  que  le  yieillard,  qui  devait 
arreter  le  bras  de  Merope,  n'arriY&t  pas  assez  tot.  Gette  pi^,  qu*on 
jouait  de  son  temps,  et  dont  il  nous  reste  tres-peu  de  fragments,  lui 
paraissait  la  p  us  touchante  de  toutes  Tee  tragedies  d'Euripide^"  &c— ^ 
Lettre  a  M,  Maffei, 
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poet,  or  at  least  in  the  most  famous,  and  then  pronounced 
boldly  and  surely  his  verdict  in  favour  of  this  moment 
of  Euripides?  And  yet  it  is  only  one  single  kind  of 
interesting  moment  that  he -cites  as  an  e^sample,  and 
besides  it  is  not  even  the  only  example  of  this  kind. 
Aristotle  found  similar  instances  in  *  Iphigenia,'  wheire  the 
sister  recognises  the  brother,  and  in  *  Hd.le  *  where  the  son 
recognises  his  mother,  just  as  they  are  about  to  lift  their 
hands  against  them. 

The  second  example  of  *  Iphigenia '  is  truly  from  Euri- 
pides, and  if^  as  Dacier  suspects,  *  Helle '  also  was  the  work 
of  this  poet,  it  would  be  remarkable  that  Aristotle  should 
have  found  all  three  examples  of  such  a  fortunate  reoc^ni- 
tion  just  in  the  very  poet  who  most  employs  the  tULhappy 
peripeteia.*  And  yet,  why- remarkable?  We  have  seen 
that  one  does  not  exclude 'the  other,  and  although  in 
*  Iphigenia '  a  happy  recognition  follows  upon  the  unhappy 
peripeteia  and  the  play  therefore  ends  happily,  who  knows 
whether  in  the  two  others  an  unhappy  peripeteia  did  not 
follow  a  happy  recognition  and  they  therefore  concluded 
quite  in  the  manner  by  which  Euripides  ha49  gained  for 
himself  the  character  of  the  most  tragic  of  all  tragic  poets  ? 

In  '  Merope '  this  was  possible  in  a  twofold  manner,  as  I 
have  shown^  Whether  it  really  thus  occurred  or  no  can- 
not be  conclusively  decided  out  of  the  few  fragments  that 
remain  to  us  of  the  *  Kresphontes.'  They  contain  nothing 
but  moral  axioms  and  reflexions  often  quoted  by  later 
authors  and  do  not  throw  the  smallest  light  upon  the 
economy  of  the  play.^  Only  from  one  of  these,  wherein 
Polybius  appeals  to  the  goddess  of  Peace,  we  can  infer 
that  the  time  of  action  fell  before  peace  had  been  restored 
in  Messene,  and  from  a  few  others  we  may  almost 
conclude  that  the  murder  of  Kresphontes  and  his  two 
eldest  sons  either  formed  a  part  of  the  action  or  else  just 
preceded  it,  which  does  not  very  well  agree  with  the 
recognition  of  the  ^^ounger  son  who  only  came  to  avense 
his  father  and  brothers  many  years  after.     But  the  tifle 

'  That  which  Dacier  quotes  (Poctique  d'Arlstotc,  chap.  xv.  rem.  23) 
without  rememboring  wlicre  ho  had  road  it,  is  in  Plutarch  in  tlic 
essay  :  "  How  to  inako  use  of  one's  enemies." 

I*  %,e.  Change  of  circumstances,  as  denoted  on  p.  838.] 
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causes  me  the  greatest  difficulty.  K  tliis  recognition  and 
vengeance  of  the  youngest  son  formed  the  main  part  of 
the  contents,  how  came  the  play  to  be  named  'Kres- 
phontes '  ?  Kresphontes  was  the  name  of  the  father;  the 
son  according  to  some  was  called  iEpytus,  according  to 
others  Telephontes  ;  perhaps  because  the  one  was  the  real 
the  other  the  assumed  name  that  he  bore  in  foreign  lands, 
in  order  to  be  safe  fi:om  the  persecutions  of  Polyphontes. 
The  father  must  long  have  been  dead  when  the  son  recon- 
quers the  paternal  kingdom.  Is  it  likely  that  a  tragedy 
should  be  named  after  a  person  who  does  not  occur  in 
it  ?  Comeille  and  Dacier  were  able  quickly  to  get  over 
this  difficulty  by  assuming  that  the  son  was  likewise 
named  Kresphontes,*  but  with  what  likelihood?  or  what 
authority  ? 

If,  however,  there  be  truth  in  a  discovery  whereupon 
Maffei  flatters  himself,  then  we  can  know  the  plot  of 
Kresphontes  with  fair  exactitude.  He  thinks  that  ho  has 
found  it  in  the  184th  fable  of  Hyginus,^  and  he  further 
holds  Hyginus's  fables  in  great  part  as  nothing  but  the 
arguments  of  older  tragedies,  which  assumption  Eeinesius 
held  before  him,  and  consequently  recommends  newer 

t,  Jlemarque  22  but  le  Ohapitre  xv  de  la  Poetv  d'Arist.:  '*Une  m^re, 
qui  ya  tuer  son  file,  comme  Merope  va  tuer  Cre^phonte,*?  &c.   .    . 

*  **  Questa  scoperta  penso  io  d*  aver  fatta,  nel  leggere  la  Favola  184 
d'lgino,  la  quale  a  mio  credere  altra  nou  h,  clie  I'Argomeuto  di  quella 
Tiikgedia,  in  cui  si  rappreseuta  interameute  la'  condotta  di'essa. '  Soy- 
yienmi,  che  al  prime  gettar  gli  occhi,  oh'  io  feci  gi&  iu  quelF  Autore, 
mi  apparve  subito  nella  meute,  altro  nou  essere  le  piU  di  quelle  Favole, 
che  gli  Argomenti  delle  Tragedie  autiche:  mi  accertai  di  ci6  col  con- 
frontame  alcune  poche  con  le  Tragedie,  che  ancora  abbiamo ;  ed  appunto 
iu  queeti  giomi,  venuta  a  mauo  1'  ultima  edizione  d'  Igino,  mi  h  stato 
caro  di  vedere  in  un  posso  addotto,  come  fu  anohe  il  Reinesio  di  tal 
sentimento.  Una  miniera  h  per5  questa  di  Tragici  Argomenti,  che  se 
fosse  stata  nota  a*  Poeti,  non  avrebbero  penato  tanto  in  rinvenir  soggetti 
a  lor  fantasia :  io  la  scopriro  lore  di  buona  voglia,  porch^  rendano  col 
loro  ingegno  alia  nostra  etk  ci6,  che  dal  tempo  invidioso  le  fu  rapito. 
3Ierita  dunque,  almeno  per  questo  capo,  alquanto  piU  di  considera- 
zione  quell'  Operetta,  anche  tal  qual  T  abbiamo,  che  da  gli  Eruditi  non 
h  stato  creduto :  e  quanto  al  discordar  talvolta  dagli  altri  Scrittori 
delle  favolose  Storie,  questa  avertenza  ce  ne  addita  la  ragione,  nou 
avendole  oostui  narrate  secondo  la  tradizione,  ma  conforme  i  Poeti  io 
pioprio  uso  couverteadole  le  avean  ridotte." 
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poets  rather  to  search  in  this  disused  quarry  for  the  olc 
tragic  fables,  than  to  invent  new  ones.  The  advice  is  nol 
bad  and  should  be  followed,  and  it  has  been  followed  bj 
many  before  Maffei  gave  it  or  without  knowing  thai 
Maffei  had  given  it.  Herr  Weiss  has  taken  the  materialf 
of  his  Thyestes  thence  and  many  more  are  still  waiting 
there  for  an  intelligent  eye.  Only  it  might  be  not  th( 
largest  but  the  very  smallest  part  of  Hyginus's  wori 
which  could  thus  be  made  use  of.  Nor  need  it  on 
that  account  be  composed  of  the  arguments  of  old  tra- 
gedies, it  can  have  flowed  directly  or  indirectly  from 
the  same  sources  to  which  the  tragedians  applied.  Nay. 
Hyginus,  or  whpever  made  the  compilation,  seems  to  have 
regarded  the  tragedies  as  diverted  and  sullied  streams,  in 
that  in  several  places  for  which  we  have  nothing  but  the 
authority  of  the  tragic  poets,  he  separates  them  distinctly 
from  the  older  genuine  tradition.  Thus  for  example,  he 
first  relates  the  fable  of  Ino  and  Antiope  according  tc 
tradition,  and  then,  in  a  separate  paragraph,  according  tc 
the  treatment  of  Euripides. 

No.  40. 

I  do  not  mean  to  say  by  this  that  because  the  name  of 
Euripides  does  not  head  the  184th  Fable,  it  cannot  there- 
fore have  been  deduced  from  his  *  Kresphontes.*  Eather  I 
confess  that  it  really  has  the  manner  and  entanglement  of 
a  tragedy,  so  that,  if  it  was  not  one,  it  could  easily  become 
one,  and  one  whose  plan  would  far  nearer  approach  io 
antique  simplicity  than  all  the  modem  *  Meropes.*  Judge 
for  yourselves.  The  story  of  Hyginus  that  1  have  only 
briefly  referred  to  above,  is  as  follows : — 

Kresphontes  was  king  of  Messene  and  had  three  sons  by 
his  wife  Merope,  when  Polyphontes  stirred  up  a  revolt 
against  him,  in  which  he  and  his  two  eldest  sons  lost 
their  lives.  Polyphontes  then  took  possession  of  the 
kingdom  and  the  nand  of  Merope,  who,  during  the  revolt 
found  an  opportunity  to  bring  her  third  son,  Telephontes, 
into  the  safe  keeping  of  a  friend  in  -^tolia.  The  older 
Telephontcs  became,  the  more  uneasy  grew  Polyphontes. 
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He  could  expect  little  good  from  him  and  therefore  pro- 
mised a  great  reward  to  whoever  should  put  him  out  of 
the  way.  Telephontes  learnt  this  and  since  he  now  felt 
himself  equal  to  undertake  his  revenge,  he  stole  away 
secretly  from  -ZEtolia,  went  to  Messene,  came  before  the 
tyrant  and  said  that  he  had  murdered  Telef>hontes  and 
therefore  demanded  the  promised  reward.  Polyphontes 
received  him  hospitably  and  commanded  that  he  should 
be  entertained  in  his  palace  until  he  could  question  him 
farther.  Telephontes  was  therefore  conducted  into  the 
guest-chamber  where  he  fell  asleep  from  weariness. 
Meanwhile  the  old  servant  whom  mother  and  son  had 
till  now  employed  to  carry  their  respective  messages, 
came  weeping  to  Merope  and  announced  that  Telephontes 
was  absent  from  -ZEtolia  and  that  none  knew  whither  he 
had  gone.  Merope  at  once  hastens  to  the  guest-chamber, 
for  she  is  not  ignorant  whereof  the  stranger  boasts.  She 
is  armed  with  an  axe  and  would  certainly  have  murdered 
her  son  in  his  sleep,  if  the  old  man  who  had  followed  her 
in,  had  not  recognised  him  in  time  and  hindered  the 
mother  from  such  a  deed  of  horror.  Now  both  make 
common  cause,  and  Merope  assumes  a  calm,  forgiving 
attitude  towards  her  husband.  Polyphontes  deems  all  his 
wishes  gratified  and  desires  to  show  his  thankfulness  to 
the  gods  by  a  solemn  sacrifice.  But  when  they  are  all 
assembled  around  the  altar,  Telephontes  directs  the  blow 
with  which  he  pretended  to  slay  the  sacrificial  beast, 
towards  the  king;  the  tyrant  falls  and  Telephontes 
succeeds  to  the  possession  of  his  paternal  realm.^ 

^  In  the  184th  Fnble  of  Hyginus,  whence  the  above  tale  is  extracted 
events  have  palpably  been  interwoven  that  have  not  the  smallest  con- 
nexion among  themselves.  It  begins  with  the  fate  of  Pentheus  and 
Agave,  and  ends  with  the  history  of  Merope.  I  cannot  comprehend 
how  the  editor  could  let  this  confusion  stand  unnoticed,  or  is  it  possible 
that  it  only  exists  in  the  edition  I  have  before  me  ( Joannis  Schufferi, 
Hamburgi,  1674).  I  leave  this  examination  to  those  who  have  the 
means  at  hand.  Enou>;h  that  here  with  me  the  184th  Fable  must  end 
with  the  words  **  quam  Licoterses  excepit."  The  rest  either  belongs  to 
a  separate  fable  of  which  the  opening  words  are  lost,  or  what  is  more 
likely  belongs  to  the  237th,  so  that,  both  connected,  I  have  thus  read 
the  fable  of  Merope,  whether  it  be  the  237th  or  184th  Fnble.  It  is 
understood  that  in  the  latter  the  words,  "  cum  qua  Polyphontes,  occiso 
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In  the  16th  century  two  Italian  poets,  Qio.  Bapt 
Liviera  and  Potnponio  Torelli,  had  extracted  the  matter 
for  their  tragedies,  *  Kresphontes '  and  *  Merope,'  from  this 
fable  of  Hyginus,  and  were  thus  according  to "  Maffei, 
treading  in  the  footsteps  of  Euripides  without  knowing 
it.  But  this  conviction  notwithstanding,  Maffei  s6  little 
thought  of  making  his  work  a  mere  divination  on  Enri- 
pides,  in  order  to  let  the  lost  *  Kresphontes '  revive  in  his 
*  Merope,'  that  he  rather  diverged  purposely  from  the  main 
outlines  of  this  assumed  Euripidean  plan,  and  only  em- 
ployed in  all  its  bearings  the  one  situation  that  chieHj 
touched  him  therein. 

The  mother  who  lOves  her  son  so  ardently  that  iBhe 
desires  to  avenge  herself  on  his  murderer  witti  her  own 
hand,  suggested  to  him  to  picture  maternal  tendemeA 
generally  and  to  transfuse  his  play  with  this  pure  and 
virtuous  passion  to  the  exclusion  of  all  other  love.  What 
did  not  therefore  coincide  with  this  intention,  was  changed, 
and  this  chiefly  regarded  the  circumstances  of  Merope's 
second  marriage  and  her  son's  foreign  education.  Merope 
must  not  be  the  wife  of  Polyphontes,  for  it  seemed  to  the 


Cresphonte,  regnum  occupavit"  must  fall  away  as  a  needless  repetiilony 
together  vfith  the  following  ejus,  which  is  already  superfluous. 

"  Merope. 
"  Polyphontes,  Messenise  rex,  Cresph'ontem  Aristomachl  flUum  emn 
interfecisset,  ejus  imperium  et  Meropem  uxorein  possedit.  FUimD 
uutem  infantem  Merope  mater,  quem  ex  Cresphonte  habebat,absooiidiie 
ad  hospitem  in  ^toliam  mandavit.  Hunc  Polyphontes  maxima  oum 
industria  qusBrebat,  aurumque  pollicebatur,  si  quis  eum  neoasset. 
Qui  postquam  ad  puborem  aitatem  venit,  capit  consilium,  ut  exequatur 
patris  ct  fratrum  mortem.  Itaque  yenit  ad  re^em  Polypiiontem, 
aurom  petitum,  diccns  se  Cresphontis  interfecisse  filium  et  Meirait, 
Tt'lephontem.  Interim  rex  eum  jussit  in  hospitio  manere,  ut  am^u 
do  60  perquireret.  Qui  cum  per  lassitudinem  obdormisset;  senex  qui 
inter  matrem  et  filium  intemuncius  crat,  flens  ad  Moropem  venit, 
ncgans  eum  apud  hospitem  esse,  neo  comparere.  Meropo  credena  eum 
esse  filii  sui  interfectorem,  qui  dormiebut,  in  Chalcidicum  cum  seoiui 
vcnit,  inscia  ut  filium  suum  interficeret,  quem  senex  oognovit,  et 
matrem  a  scclore  retraxit.  Merope  postquam  invenit  occasionem  dbt 
datam  esse,  ab  inimico  so  ulciscendi,  rcdit  cum  Polyphonte  in  gratiam. 
J*ex  Itetus  cum  rem  divinam  faccrct,  hospcs  false  simulayit  se  boetlani 
percussisse,  eumquo  iuterfecit,  patriumque  regnum  adeptus  est." 
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poet  at  variance  with  the  conscientiousness  of  a  pious 
mother,  to  abandon  herself  to  the  embraces  of  a  second 
husband  in  whom  she  recognised  the  murderer  of  her  first, 
and  whose  very  existence  demanded  that  he  should  free 
himself  of  all  those  who  had  any  nearer  claims  to  the 
throne.  The  son  must  not  be  brought  up  in  safety  and 
comfort  under  the  roof  of"  a  noble  friend  of  the  paternal 
house,  in  the  full  kaowledge  of  his  rank  and  future  de&- 
tiny,  for  maternal  love  would  grow  cold  if  it  were  not 
irritated  and  developed  by  incessant  pictures  of  discomfort 
and"  ever  new  dangers  that  threaten  its  absent  object. 
Nor  must  the  son  arrive  with  the  definite  purpose  of  killing 
the  tyrant,  he  must  not  be  deemed  by  Merope  the  mur- 
derer of  her  son,  because  he  gives  himself  out  as  himself, 
but  because  a  certain  connexion  of  chances  has  thrown 
guspicion  upon  him ;  for  if  he  knows  his  mother  then  her 
ocmfdsion  is  over  after  the  first  verbal  explanation,  and 
her  touching  sorrow,  her  tender  despair,  has  not  play 
enough. 

•In  aooordance  with  these  changes  it  is  easy  to  imagine 
Maffsi's  plan ;  Folyphontes  has  been  reigning  for  fifteen 
years  and  yet  he  does  not  feel  the  throne  a  sure  one.  For 
the  people  are  still  attached  to  the  house  of  the  former 
king  and  reckon  upon  the  last  branch  thereof.  To  assuage 
the  discontented,  it  occurs  to  him  to  marry  Merope.  He 
offers  her  his  hand  under  the  plea  of  real  love.  But 
M^ope  scorns  this  plea  and  he  then  endeavours  to 
attain  by  threats  and  violence  what  his  pretences  could 
not  compass.  He  is  just  urging  her  imperatively  when 
a  youth  is  brought  before  him  who  has  been  taken  upon 
the  high  road  connected  with  a  murder,  ^gisthus,  so 
the  youth  is  named,  has  done  nothing  but  defend  his  own 
life  against  a  robber,  his  aspect  betrays  so  much  nobility 
and  innocence,  his  speech  so  much  truth,  that  Merope, 
who  besides  recognises  a  certain  line  of  the  mouth  that 
was  peculiar  to  her  husband,  is  induced  to  beg  the  king  for 
his  life  and  the  king  grants  it.  Immediately  after  Merope 
misses  her  youngest  son,  whom  she  has  confided  to  an  old 
servant,  Polydonis,  after  her  husband's  death,  with  the 
command  to  educate  him  as  his  own  son.  He  has  secretly 
left  the  old  man  whom  he  deems  his  father,  to  see  the 
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world  and  can  be  found  nowhere.  The  mother's  heart 
fears  the  worst,  some  one  has  been  murdered  on  the  higli 
road,  how  if  this  was  her  son  ?  Her  fears  are  strengthened 
by  ^various  circumstances,  the  king's  willingness  to  pardon 
the  murderer,  also  by  the  sight  of  a  ring  that  is  found  on 
^gisthus  and  which  she  is  told  iBgisthus  took  from  the 
murdered  man.  This  is  her  husband's  signet  ring  whidi 
she  had  confided  to  Polydorus  to  give  to  her  son  when  hft 
should  have  reached  man's  estate  and  it  should  be  time 
to  reveal  his  rank  to  him.  She  at  once  causes  the 
youth,  whose  life  she  had  implored,  to  be  bound  to  i 
column,  and  intends  to  pierce  his  heart  with  her  own 
hand.  At  this  moment  the  youth  remembers  his  parents, 
he  utters  the  name  Messene  and  recalls  his  father^ 
caution  to  avoid  this  spot.  Merope  demands  an  explani' 
tion  of  this,  meantime  the  king  comes  up  and  the  yonih 
is  liberated.  So  near  as  Merope  was  to  the  recognition 
of  her  error,  so  deeply  she  falls  back  into  it,  when  she 
sees  how  maliciously  the  king  triumphs  in  her  despair. 
-^gisthus  must  inevitably  be  her  son's  murderer  and 
nothing  shall  save  him  from  her  vengeance.  At  night- 
fall she  hears  that  he  is  sleeping  in  an  ante-room  and 
goes  in  with  an  axe  to  sever  his  head  and  has  already 
raised  the  axe  for  the  fatal  blow,  when  Polydorus,  who 
has  shortly  before  entered  the  ante-room  and  recognised 
the  sleeping  ^gisthus,  stays  her  arm.  iBgisthus  awakof 
and  flies,  and  Polydorus  reveals  to  Merope  her  own  son  in 
the  person  of  his  supposed  murderer.  She  wishes  to 
follow  him  and  would  inevitably  have  revealed  his 
identity  to  the  tyrant  by  her  wild  tenderness,  had  not  the 
old  man  restrained  her.  Early  next  day  her  marriage 
with  the  tyrant  was  to  take  place,  she  must  go  to  the 
altar,  but  she  would  die  sooner  than  give  her  consent 
Meantime  Polydorus  has  made  himself  known  to  ^gis- 
thus;  ^gisthus  hurries  to  the  temple,  forces  his  way 
through  the  crowd  and  the  rest  is  told  by  Hyginus. 

No.  41. 

The  worse  matters  looked  generally  with  the  Italian 
theatre  at  the  beginning  of  this  century,  the  greater  wan 
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)  applause  and  delight  wherewith  Maffei  and  Merope 
re  greeted. 

"  Cedite  Eomani  scriptores,  cedite  Graii, 
Nescio  quid  majus  nascitur  CEdipode," 

ed  Leonardo  Adami,  who  had  only  seen  the  first  two 
s  in  Borne.  In  Venice  during  the  carnival  of  1714 
rdly  any  other  play  but  *  Merope '  was  acted ;  the  whole 
rid  wanted  to  see  the  new  tragedy  again  and  again,  and 
Ml  the  Opera  was  neglected  for  it.  It  was  printed 
ir  times  in  one  year,  and  in  sixteen  years  (1714  to 
JO)  more  than  thirty  editions  were  issued  in  and 
I;  of  Italy,  in  Vienna,  Paris,  London.  It  has  been 
.nslated  into  French,  English,  and  German  and  it  was 
;ended  to  print  it  with  all  these  translations.  It  had 
m  twice  translated  into  French,  when  M.  de  Voltaire 
»k  possession  of  it  again  to  bring  it  upon  the  French 
ge.  But  he  soon  found  that  this  could  not  be  by 
lans  of  a  real  translation,  and  he  gave  his  reasons  for 
.8  at  length  in  a  letter  to  the  Marquis  afterwards 
uted  as  a  preface  to  his  own  *  Merope.' 
*  The  tone,"  he  says,  "  of  the  Italian  *  Merope '  is  too 
ve  and  bourgeois  and  the  taste  of  the  French  parterre 
»  delicate  and  refi  ned  for  plain  simple  nature  to  please 
ym.  It  would  not  see  nature  except  under  certain  dis- 
ises  of  art  and  these  disguises  must  be  far  other  at 
ris  than  in  Verona."  The  whole  letter  is  written  with 
treme  politeness,  Maffei  has  erred  in  nowise,  all  his  care- 
sness  and  faults  are  put  to  the  account  of  the  national 
ite,  they  are  even  beauties,  but  alas  !  only  beauties  for 
dy.  Indeed  it  is  not  possible  to  criticise  more  politely, 
t  this  tiresome  politeness !  Even  a  Frenchman  soon 
ds  it  burdensome  if  his  vanity  suffers  thereby  in  the 
ry  least.  Politeness  makes  us  appear  amiable  but  not 
3at,  and  the  Frenchman  desires  to  appear  great  as  well 
amiable. 

But  what  follows  upon  the  elegant  dedication  of  M.  de 
Itaire  ?  The  writing  of  a  certain  De  la  Lindello,  who 
r&  as  many  rude  things  about  the  good  Maffei  as  Voi- 
re has  said  polite.  The  style  of  this  De  la  Lindelle  is 
3ut  the  style  of  Voltaire ;  it  is  a  pity  that  so  good  a 
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writer  has  not  written  more  and  is  bo  generally  nnl 
But  whether  Lindelle  is  Voltaire  or  really  Lindelle 
ever  would  see  a  French  Janus-head  that  laughs  ii 
in  the  most  flattering  mode  and  makes  tl^e  most  ma 
grimaces  behind,  let  him  read  both  letters  at  one  ti 
should  not  like  to  have  written  either,  least  of  a! 
Voltaire  remains  this  side  the  truth  from  politeness 
Lindelle  ranges  far  beyond  it  on  the  other  side  from 
to  depreciate.  One  should  have  been  more  candid,  th 
more  just,  if  the  suspicion  was  not  to  be  aroused  tt 
isame  author  desired  to  take  back  under  a  strange  ns 
that  he  had  conceded  in  his  own. 

Voltaire  may  reckon  it  as  much  as  he  pleases  to  the 
of  the  Marquis  that  he  was  one  of  the  first  among  I 
who  had  courage  and  strength  enough  to  write  a  t] 
without  gallantry,  in  which  the  whole  intrigue  re 
the  love  of  a  mother  and '  the  tenderest  interest  s 
from  pure  virtue.  He  may  lament  that  the  false  d( 
of  his  nation  does  not  permit  him  to  make  use 
easy  natural  means  offered  by  the  circumstances  tc 
the  denouement,  and  of  the  true  unstudied  speeches 
the  matter  itself  suggests.  The  Parisian  parterre 
questionably  much  in  the  wrong  in  that  it  will  no 
of  any  ring  upon  the  stage  since  Boileau  mocked 
royal  ring  in  his  Satires.^  It  is  wrong  in  forci 
poet  rather  to  have  recourse  to  every  other,  eve 
most  awkward  means  of  recognition,  than  to  em] 
ring,  with  which  all  the  world,  since  all  time  has  con 
a  kind  of  recognition,  a  kind  of  assurance  of  persoi 
It  is  wrong  in  not  suffering  a  young  man  who 
himself  the  son  of  common  parents,  who  is  warn 
about  alone  in  search  of  adventures,  not  to  be  h 
be  a  robber,  after  he  has  committed  a  murder,  b 
it  foresees  that  he  must  become  the  hero  of  the 
and  in  being  offended  that  such  a  man  should  i 
presumed  capable  of  possessing  a  valuable  ring, 
there  is  no  lieutenant  in  the  king's  army  who  do< 

'  "  Je  n*ai  pu  me  servir  oomme  M.  Maffei  d*un  annean,  pai 
depuis  I'anneau  royal  dont  Boileau  se  moque  dans  ses  satjr 
semblerait  trop  petit  but  noire  th^&tre." 
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3  own  de  belles  Ntjppes,^     The  Parisian,  parterre,  say>I,  is 

-,  wrong  in  this  and  similar  cases ;  but  why  must  Voltaire, 
<jven  in  other  cases  where  it  certainly  is  not  wrong,  rather 

J  prefer  to  make  it  seem  wrong  sooner  than  Maffei?    If 

3  French  politeness  towards  strangers  consists  in  making 

i  them  seem  right  even  where  they  should  be  corrected, 

t  then  I  do  not  know  what  is  more  offensive. and  unbe- 

j  ^ming  a  free  man,  than  this  French  politeness.     The 

^  gossip  which  Maffei  puts  into  the  mouth  of  old  Polydorus 

.  about  merry  weddings,  and  gorgeous  coronations  that  he 

«  has  seen  at  a  moment  when  our  interest  is.  at  its  height 

'«  and  the  imagination  of  the  spectators,  is  busy  with  quite 

5  other  •  things ;    its   Nestorian,  but   misplaced    Nestorian 

I  gossip,  cannot  be  excused    by  any  difference  of   taste 

jj  between  different  cultivated  peoples.    In  this,  taste  must 

-r  everywhere  be  the  same,  and  the  Italian  has  not  his  own 

g-  taste,  but  simply  none,  if  he  does  not  yawn  and  get  as 

,  impatient  as  the  Frenchman.    "  You  have  been  allowed," 

g  says  Voltaire  to  the  Marquis,  "  to  translate  and  employ 

«'  in  your  tragedy  that  beautiful  and  touching  comparison 

;  ofVirgilV 


"  *  Qualis  populea  moerens  Philomela  sub  umbra 
Amissos  queritur  foetus  .  .  .' 

If  I  should  take  such  a  liberty  I  should  be  referred  with 
it  to  the  epopee.  For  you  cannot  think  how  severe  the 
master  is  whom  we  must  strive  to  please;  I  mean  our 
public.  They  demand  that  in  a  tragedy  the  hero  should 
speak  everywhere  and  the  poet  nowhere,  and  contend  that 
at  critical  junctures  in  assemblies,  at  violent  scenes,  at 
a  threatening  danger,  no  king,  no  minister  would  inake 
poetical  comparisons."  Now  does  such  a  public  demand 
anything  unfair  ?  Does  it  not  contend  the  truth  ?  Should 
not  every  public  demand  this  ?  contend  this  ?  A  public 
that  judges  otherwise  does  not  merit  the  name,  and  must 
Voltaire  make  the  whole  Italian  public  such  a  public, 
just  because  he  has  not  candour  enough  to  say  straight 

'  **  Je  n'oserais  hasarder  de  faire  prendre  un  h^ros  pour  un  voleur, 
qnoique  la  ciiconstance  oh  11  se  tronye  antorise  oette  meprifie. 
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out  to  the  poet,  that  here  and  in  several  places  he  has 
gone  astray  and  poked  his  own  head  through  the 
curtain  ? 

And  leaving  out  of  regard  that  detailed  comparisons 
scarcely  find  a  fit  place  in  a  tragedy,  he  should  have 
noticed  that  Virgil's  was  greatly  abused  by  Maffei.  In 
Virgil  it  increases  our  pity,  and  that  is  its  purpose,  but 
Maffei  puts  it  into  the  mouth  of  him  who  rejoices  over 
the  misfortune  of  which  it  is  a  picture,  and  to  be  in 
accordance  with  Polyphontes's  mood  it  ought  to  arouse 
more  scorn  than  pity.  But  Voltaire  does  not  hesitate 
to  lay  even  greater  faults  that  exert  influence  over  the 
whole  play,  to  the  charge  of  the  Italian  taste,  rather 
than  to  the  charge  of  one  poet  among  them.  Voltaire 
thinks  that  he  displays  the  greatest  savoir  vivre  when  he 
consoles  Maffei  by  saying  that  the  whole  nation  compre- 
hends this  no  better  than  he  does  ;  that  his  faults  are  the 
faults  of  his  nation,  but  that  the  faults  of  a  whole  nation 
really  were  no  faults,  since  it  did  not  matter  what  was  good 
or  bad  in  itself  but  what  a  whole  nation  deemed  good  or 
bad.  "  How  could  I  have  ventured,"  he  continues,  making 
a  deep  bow  to  the  Marquis  and  sneering  at  him  in  secret, 
"  how  could  I  have  ventured  to  let  minor  characters  speak 
so  often  one  with  another  as  you  have  done !  They  servo 
with  you  to  prepare  for  the  interesting  scenes  between 
the  chief  characters  ;  they  are  the  entrances  to  a  beautifal 
palace ;  but  onr  impatient  public  desires  to  find  itself 
instantly  inside  this  palace.  We  must  fain  submit  to 
the  taste  of  a  people  which  has  become  satiated  with 
masterpieces  and  hence  is  spoilt."  What  else  does  this 
mean  than  :  "  M.  le  Marquis,  your  play  contains  very  very 
many  cold,  tedious  and  useless  scenes.  But  far  be  it  from 
me  to  reproach  you  with  these !  Heaven  forfend !  I  am 
a  Frenchman,  1  have  savoir  vivre,  I  should  not  force  some- 
thing unpleasant  upon  you.  Beyond  doubt  you  wrot© 
these  cold,  tedious  useless  scenes  advisedly  and  with  all 
care,  because  they  are  just  what  your  nation  needs.  I 
wish  that  I  too  could  get  off  as  cheaply,  but  alas  I  my 
nation  is  so  far,  so  very  far  ahead  that  I  must  be  yet 
farther  to  satisfy  them.  I  will  not  on  that  account  think 
more  of  myself  than  of  you,  but  since  my  nation  does  so 
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far  oyer-top  yours "    Further  I  do  not  venture  to 

extend  my  paraphrase,  for  else — 

'*  Desinit  in  piscem  mulier  formosa  supeme  : " 

politeness  might  become  pernflage  (I  use  this  French 
word  because  we  Germans  know  nothing  of  the  matter), 
and  persiflage  stupid  pride. 

No.  42. 

It  is  not  to  be  denied  that  a  goodly  portion  of  the 
&ult8  which  as  idiosyncrasies  of  Italian  taste  Voltaire 
only  seems  to  excuse  in  his  precursor  in  order  to  charge 
them  upon  the  whole  Italian  nation,  these  faults  I  say  do 
exist  in  the  '  Merope '  of  Maffei,  as  well  as  other  and  far 
greater  ones.  In  his  youth  Maffei  had  much  leaning 
bwards  poetry,  he  versified  with  ease  in  all  the  various 
ttyles  of  the  famous  poets  of  his  country,  but  this  inclina- 
;ion  and  this  facility  prove  little  or  nothing  in  favour  of 
Jie  peculiar  genius  that  is  required  for  tragedy.  After- 
vaxds  he  devoted  himself  to  history,  criticism  and  archaeo* 
ogy,  and  I  question  whether  these  studies  are  the  fittest 
Lourishment  for  a  tragic  genius.  He  was  buried  among 
^/liTirch  fathers  and  ecclesiastical  docimients  and  wrote 
.gainst  the  priests  and  Basnage,  when,  incited  by  social 
ircumstances,  he  took  up  his  '  Merope '  and  finished  it  in 
ess  than  two  months.  If  such  a  man,  amidst  such  occupa- 
ions  could  make  a  masterpiece  in  so  short  a  time,  he  must 
lave  had  the  most  extraordinary  head  or  else  a  tragedy 
8  a  very  slight  affair.  That  however  which  a  scholar  of 
rood  classical  taste,  who  looks  upon  the  matter  rather 
bs  a  recreation  than  a  labour  worthy  of  him,  could  produce, 
;hat  he  did  produce.  His  treatment  is  more  mannered 
md  artificial  than  felicitous,  his  characters  are  more  in 
tccordance  with  the  analysis  of  moralists,  or  after  well- 
cnown  types  in  books,  than  drawn  from  life ;  his  expros- 
dons  evince  more  imagination  than  feeling ;  the  UttSrateur 
md  the  versifier  are  everywhere  discernible,  but  rarely 
^e  poet  and  the  genius. 

As  a  versifier  he  hunts  greatly  after  descriptions  and 
netaphors.    He  has  some  most  excellent  ones,  true  pio- 

VOL.  III.  2  A 
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tares,  that  cannot  be  enough  admired  if  spoken  by  himsdf, 
but  which  are  quite  unendurable  spoken  by  his  personages, 
and  even  result  in  utter  absurdities.  Thus  for  example 
it  is  very  proper  that  -ffigisthus  should  describe  minutely  J  * 
his  struggle  with  the  robber  whom  he  murders,  for  on  ^ 
this  rests  his  defence ;  but  that  when  he  confesses  to  have 
thrown  the  corpse  into  the  river,  he  should  paint  the 
minutest  phenomena  that  accompany  the  fall  of  a  heavy 
body  into  water,  how  it  shoots  down,  with  what  sound 
the  waters  divide,  how  it  splashes  up  into  the  air,  and  how 
the  floods  close  up  again,^  this  would  not  be  forgiven  even 
to  a  cold  garrulous  lawyer  who  defends  him,  much  less  to 
himself.  Whoever  stands  before  a  judge  to  defend  his 
life  has  far  other  things  near  his  heart  than  to  be  so 
childishly  accurate  in  his  narrative. 

As  a  literary  man  Maffei  has  shown  too  much  reverence 
for  the  simplicity  of  old  Greek  habits  and  costumes,  suchl^ 
as  we  find  them  depicted  in  Homer  and  Euripides.     Thisj^ 
latter  must  be,   I  will  not  say  ennobled,   but  broughtl| 
nearer  to  our  costume  if  it  is  not  to  detract  from  theji 
pathos  of  tragedy.   Also  he  has  too  evidently  endeavoured!/^ 
to  imitate  fine  passages  from  the  ancients,  without  distin- 
guishing from  what  kind  of  works  he  borrows  them  and 
into  what  kind  of  work  he  is  transporting  them.     Nestor 
in  the  epic  is  a  friendly  garrulous  old  man,  but  Polydontf 
in  the  tragedy  who  is  fashioned  after  him  is  a  detestable 
old  chatterer.     If  Maffei  had  really  followed  the  supposed 
j>lan  of  Euripides,  then  the  literary  man  would  certainly 
have  made  us  laugh.     He  would  have  held  it  to  be  hia 
duty  to  use  all  the  little  fragments  preserved  of  '  Krea- 


Atto  I.  so.  3  :— 


** .    .    .in  core 


Pero  mi  venne  di  lanciar  nel  fiume 

II  morto,  o  semivivo ;  e  con  fatica 

(Ch'  inutir  era  per  riuscire,  e  vana)  1 :1I 

L*  alzai  da  terra,  e  in  terra  rimanova  ( th 

Una  pozza  di  sangue :  a  mezzo  il  ponte 

Portailo  in  fretta,  di  vermiglia  striscia 

Sempre  rigando  il  suol ;  quinci  cadere 

Col  capo  in  giii  il  lasciai :  piombo,  e  gran  tonfe 

S'  udi  nol  profondarsi :  in  alto  salse 

Lo  flpruzzo,  e  V  onda  sopra  lui  si  chiuge." 
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phontes  *  and  to  work  them  neatly  into  his  play.'  Wher- 
ever lie  ihonght  they  fitted  he  would  have  put  them  up 
as  posts  round  which  his  dialogue  must  twine.  What 
pedantic  tyranny  I  And  to  what  end  ?  If  it  is  not  these 
moral  axioms  with  which  space  is  filled  up,  well  then  it  is 
others. 

Yet  notwithstanding  this,  there  are  passages  where  we 
might  wish  that  the  literary  man  had  forgotten  himself 
less.  For  instance:  after  the  recognition  and  Merope's 
discovery  that  she  has  twice  been  in  danger  of  murdering 
her  own  son,  he -makes  Ismene  exclaim  with  astonishment : 
•*  What  a  wonderful  event,  more  wonderfal  than  was  ever 
conceived  of  on  a  stage  V* 

'•  Con  cosi  strani  avvennimenti  uom  forse 
Non  vide  mai  favoleggiar  le  scene." 

If affei  did  not  recollect  that  his  play  was  laid  at  a  time 
when  theatres  were  yet  unknown ;  in  the  time  before 
Homer,  whose  poem  scattered  the  first  seeds  of  the  drama. 
I  -woxild  not  have  laid  stress  on  this  heedlessness  to  any 
person  but  to  him  who  held  it  needful  to  excuse  himself 
in  the  preface,  for  employing  the  name  Messene  at  a  time 
when  beyond  doubt  no  town  of  this  name  existed,  since 
Homer  does  not  mention  it.  A  poet  can  treat  such  trifles 
as  lie  likes,  we  only  demand  that  he  should  be  consistent 
and  that  he  should  not  in  one  instance  have  scruples  which 
in  another  he  boldly  disregards,  unless  we  are  to  believe 
that  the  omission  has  arisen  from  ignorance  rather  than 
from  designed  disregard.  Altogether  the  lines  quoted 
woxdd  not  please  me,  even  if  they  did  not  contain  an 
anachronism.  The  tragedian  should  avoid  everything 
that  can  remind  the  audience  of  their  illusion,  for  as  soon 
as  they  are  reminded  thereof  th  e  illusion  is  gone.  It  aim  est 
seems  here  as  though  Mafiei  sought  to  strengthen  this 
illusion  by  assuming  the  idea  of  a  theatre  outside  the 
theatre,  but  the  mere  words  "  stage "  and  "  invention  " 

•  "Non  essendo  dunqne  Btato  mio  pensiere  di  seguir  la  Tragedia 
d'  Euripide,  non  ho  cercato  per  consequenza  di  porre  nella  mia  que, 
sentimenti  di  esea,  clie  son  rimasti  qvik  e  Ik ;  avendone  tradotti  cicqiu 
versi  Cicerone,  e  recati  tre  passi  Plutarco,  e  due  versi  Gellio,  ed  alcuDJ 
tiovandosene  ancora,  se  la  memoria  nou  m'  inganna,  presso  Stobeo.*' 

2  A  2 
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are  so  prejudicial  to  the  matter  that  they  carry  us  straight 
thither  whence  he  would  divert  us.  It  is  sooner  permitted 
to  the  comic  poet  thus  to  place  representation  in  apposi- 
tion to  representation ;  for  to  rouse  our  laughter  does  not 
require  the  same  degree  of  illusion  as  to  arouse  our  pity.    ] 

I  have  said  already  how  severe  De  la  Lindelle  is  upon 
Maffei.  According  to  him  Maffei  has  been  content  with 
what  his  material  offered  without  bringing  the  smallest 
art  to  bear  on  it ;  his  dialogue  is  without  reality,  dignity 
or  grace ;  the  play  is  full  of  petty  contemptible  matter 
that  would  scarcely  be  tolerated  in  a  harlequinade;  it 
overflows  with  absurdities  and  schoolboy  faults.  "  In  one 
word,"  he  concludes,  "  Maffei's  work  contains  a  fine  sub- 
ject, but  is  a  wretched  play.  Every  one  in  Paris  is  agreed 
that  it  would  not  have  been  possible  to  sit  out  its  repre- 
sentation, and  even  in  Italy  sensible  people  make  smaD 
account  of  it.  In  vain  has  the  author  on  his  varioiu 
journeys,  lured  the  most  miserable  writers  to  translate 
his  tragedy ;  he  could  pay  a  translator  more  easily  than 
improve  his  piece." 

As  there  are  rarely  compliments  without  some  lies,  so 
there  are  rarely  rude  speeches  without  some  truth. 
Lindelle  is  right  in  several  points,  and  he  might  be  rude 
or  polite,  so  long  as  he  was  content  merely  to  find  fjault 
with  Maffei.  But  he  desires  to  tread  him  under  foot,  to 
annihilate  him,  and  sets  to  work  blindly  and  perfidiously. 
He  is  not  ashamed  to  tell  downright  lies,  to  commit  palp- 
able forgeries,  in  order  to  be  able  to  raise  most  malicious 
laughter  of  contempt.  Among  three  blows  that  he  hits, 
one  always  goes  into  the  air,  and  of  the  other  two  that 
should  hit  or  graze  his  adversary,  one  infallibly  hits 
Voltaire  also,  for  whose  sake  all  this  boxing  match  i 
undertaken.  Voltaire  seems  to  have  felt  this  in  part,  and 
is  therefore  not  slow  in  his  answer  to  Lindelle,  to  defend 
Maffei  in  all  those  points  in  which  he  thinks  he  must  also  r** 
defend  himself.  This  whole  correspondence  with  oneself  f  * 
lacks,r^*  seems  to  me,  its  most  interesting  part,  Maffei's  r 
reply.  If  only  M.  de  Voltaire  would  also  communicate  this  r 
to  us !  Or  was  it  perhaps  not  of  the  nature  he  had  hoped  I. 
to  provoke  by  his  flatteries  ?  Did  Maffei  perhaps  take  the 
liberty  to  place  before  him  in  return  the  peculiarities  of 
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the  Frencli  taste  ?  did  lie  venture  to  show  him  why  the 
French  '  Merupe '  could  please  as  little  in  Italy,  as  th<) 
Italian  in  France? 

No.  43. 

Something  of  the  kind  might  be  surmised.  But  I  will 
lather  prove  what  I  have  said  myself  than  surmise  what 
others  majjr  have  said. 

To  begm  with,  Lindelle's  blame  may  be  mitigated  in 
almost  every  point.  If  Maffei  has  erred  he  has  not  always 
erred  so  grossly  as  Lindelle  would  have  us  believe.  For 
instance  he  says  that  ^gisthus  exclaims,  "  Oh,  my  old 
&ther !  **  when  Merope  is  about  to  smite  him,  and  that 
the  queen  is  so  touched  by  these  words,  "old  father," 
that  she  abandons  her  purpose  and  conceives  the  notion 
that  ^gisthus  might  be  her  son.  Is  not  this,  he  adds 
tnaliciously,  a  well-founded  conception  ?  For  certainly  it 
is  something  quite  remarkable  that  a  young  man  should 
have  an  old  father !  "  Maffei,"  he  continues,  "  sought  to 
stmend  by  this  fault,  this  lack  of  art  and  genius,  another 
fault  that  he  had  committed  in  the  first  edition  of  his 
play.  In  this  -ZEgisthus  exclaimed :  *  Oh,  Polydorus, 
my  father  I '  And  this  Polydorus  was  the  very  man  to 
wnom  Merope  had  confided  her  son.  At  the  name 
Polydorus  the  queen  could  no  longer  doubt  that  ^gisthus 
is  lier  son,  and  the  play  would  have  been  at  an  end.  Now  the 
fault  is  certainly  removed,  but  its  place  has  been  occupied 
1^  a  more  gross  one."  It  is  true,  in  the  first  edition 
^gisthus  calls  Polydorus  his  father ;  but  in  the  following 
editions  there  is  no  mention  of  a  father.  The  queen  only 
starts  at  the  name  of  Polydorus  who  warned  -ZEgisthus  not 
to  set  foot  in  the  realms  of  Messene.  She  does  not  on 
that  account  abandon  her  design,  she  only  demands  an 
explanation,  and  before  she  has  obtained  this  the  king 
apx)^ars.  The  king  causes  ^gisthus  to  be  released,  and 
since  he  lauds  and  approves  the  deed  for  which  -^gisthus 
has  been  condemned,  and  promises  to  reward  it  as  an 
heroic  deed,  Merope  is  obliged  to  fall  back  upon  her 
former  suspicion.  Can  he  be  her  son  whom  Polyphontes 
seeks  to  reward  for  murdering  this  son  ?  This  conclusion  -, 
must  needs  weigh  more  with  her  than  a  mere  name?    j 
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She  now  regrets  that  for  a  mere  name's  sake,  a  name 
many  might  bear,  she  hesitated  in  consummating  her 
vengeance. 

"  Che  dubitar !  misera,  ed  io  da  un  noma 
Trattener  mi  lasciai,  quasi  un  tal  nome 
Altri  aver  non  potesse " 

The  subsequent  utterances  of  the  tyrant  can  only  confirm 
her  in  her  belief  that  he  has  the  most  certain  and  exact 
intelligence  concerning  the  death  of  her  son.  Now  is  all 
this  so  very  absurd  ?  It  does  not  seem  so  to  me.  I  must 
rather  admit  that  I  do  not  even  think  Maffei*s  amend- 
ment was  so  needful.  Let  -ZEgisthus  say  that  his  father 
is  named  Folydorus.  It  does  not  make  much  difference 
whether  it  be  his  father  or  his  friend  who  warns  him 
against  Messene.  Enough  that,  failing  contradiotion, 
Merope  must  hold  what  the  tyrant  thinks  of  ^gisthuB 
as  more  probable,  since  she  knows  that  he  has  long  and 
ardently  pursued  her  son,  than  what  she  can  infer  from  a 
mere  coincidence  of  name.  Certainly,  if  she  knew  that 
the  tyrant's  idea  that  JEgisthus  is  the  murderer  of  her 
son  is  founded  on  nothing  save  her  own  suspicion,  that 
would  alter  the  matter.  But  she  does  not  know  this,  and 
further  she  has  every  reason  to  believe  that  the  tyrant 
is  sure  of  his  ground.  It  must  be  understood  that  I  do 
not  pronounce  everything  beautiful  that  can  at  need  be 
excused;  unquestionably  the  poet  might  have  arranged 
his  plot  with  more  art.  I  only  wish  to  say  that  even  so 
as  he  has  made  it,  Merope  does  not  act  without  sufficient 
cause,  and  that  it  is  very  likely  and  possible  that  Merope 
will  continue  to  harbour  designs  of  vengeance  which  she 
will  seek  to  execute  at  the  first  opportunity  granted. 
That  which  would  o fiend  mo  therefore  is  not  that  she 
comes  a  second  time  to  murder  her  son  as  the  murderer 
of  her  son ;  but  that  she  is  bewildered  a  second  time 
through  a  lucky  chance  event.  I  would  pardon  the  poet 
if  ho  did  not  let  Merope  decide  according  to  the  laws 
of  the  greater  probability,  for  the  passions  that  are 
awakened  in  her  might  turn  the  balance  in  favour  of  the 
weakest  reasons.  But  I  cannot  pardon  him  for  taking  such 
liberties  with  accident  and  being  so  prodigal  of  wonderful 
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chanoe  erenta  as  though  they  were  the  oommonost  events. 
That  chance  may  once  lend  pious  aid  to  a  mother, 
may  be ;  we  will  believe  it  the  more  willingly  because 
the  surprise  pleases  us.  But  that  the  same  hastiness  is 
checked  a  second  time  in  the  same  way,  this  is  not  like 
chance ;  the  surprise  repeated  ceases  to  be  a  surprise,  its 
monotony  offends  and  we  are  vexed  with  the  poet  who 
knows  how  to  be  as  marvellous  but  not  as  varied,  as 
chance. 

Of  Lindelle's  most  conspicuous  and  designed  falsifica- 
tions I  will  only  instance  two.    He  says  :  "  The  fourth  act 
begins  with  a  cold  and  needless  scene  between  the  tyrant 
and  Merope's  confidante;  hereupon  the  confidante  meets, 
I  know  not  how,  the  young   ^gisthus,   and  persuades 
him.  to  repose  in  the  atrium,  in  order  that  when  he  has 
fidlen.  asleep  the  queen  may  murder  him  with  all  ease. 
He  does  indeed  go  to  sleep,  as  he  had  promised,  very 
well ;  then  comes  the  queen,  a  second  time,  axe  in  hand, 
to  murder  the  young  man,  who  expressly  sleeps  for  this 
purpose.     This  same  situation,  twice  repeated,  betrays  the 
extremest  poverty  of  idea,  and  the  sleep  of  this  young  man 
AS  so  absurd  that  nothing  in  the  world  can  be  more  ludi- 
crous."    But  is  it  true  that  the  confidante  persuades  him 
into  this  sleep  ?     This  is  an  untruth  on  Lindelle's  part.^ 
^gisthus  meets  the  confidante  and  begs  her  to  reveal  to  him 
why  the  queen  is  so  angered  against  him.    The  confidante 
replies,  she  would  gladly  tell  him  all,  but  important  busi- 
ness calls  her  elsewhere,  he  is  to  wait  here  a  moment, 
she  will  come  back  directly.     The  confidante  certainly 
intends  to  deliver  him  up  into  the  hands  of  the  queen,  she 
persuades  him  to  remain  but  not  to  sleep,  and  -^gisthus, 
who  remains  in  accordance  with  his  promise,  falls  asleep, 
not  in  accordance  with  his  promise  but  because  he  is  tired, 

>  And  M.  de  Voltaire's  also.  For  not  only  Lindelle  says :  '*  Ensnite 
cette  suivante  rencontre  le  jeune  Sgiste,  je  ne  sais  comment,  et  lui 
persuade  de  se  reposer  dans  le  vestibule,  afin  que,  quand  il  sera  cn- 
dormi,  la  reine  puisse  le  tuer  tout  2k  son  aise : "  but  M.  de  Voltaire 
himself  says, "  la  confidante  de  Merope  engage  le  jeune  Egiste  k  dormir 
sur  la  scfene,  afin  de  donner  le  temps  k  la  reine  de  venlr  Ty  assassiner." 
What  is  to  be  inferred  from  this  unanimity  I  need  not  remark.  It  is 
rare  for  a  liar  to  agree  with  himself,  and  if  two  liars  agree  it  must  be  • 
prearranged  ooncem. 


r 
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'because  it  is  night  and  because  lie  does  not  flee  where 
else  he  should  spend  the  night.^  Lindelle's  second  lie  is 
of  the  same  kind.  He  says :  '*  Merope  after  she  has  been 
hindered  by  old  Folydorus  from  murdering  her  son,  asks 
him  what  reward  he  requires  for  his  services,  and  the  old 
fool  begs  her  to  rejuvenate  him."  Begs  her  to  rejuvenate 
him  ?  "  The  reward  of  my  services,"  says  the  old  man 
"is  to  see  you  happy.  What  could  you  give  nxe?  I 
need  nothing,  I  ask  nothing.^  One  thing  I  might  wisht 
but  that  is  neither  in  your  power  nor  that  of  any  mortal, 
to  grant,  that  the  weight  of  years  under  which  I  groan 
be  lightened,"  &c.  Does  that  mean,  "  lighten  thou 
the  load  ?  give  thou  me  back  my  strength  and  youth  ? " 
I  do  not  say  that  these  complaints  about  the  discomforts 
of  age  are  in  their  most  appropriate  place  here,  although 
they  are  quite  in  keeping  with  the  character  of  Foly- 
dorus. But  is  every  awkwardness  a  madness?  And 
would  not  Folydorus  and  his  poet  be  mad  in  the  truest 
sense  if  the  latter  really  placed  this  petition  in  the  mouth 
of  the  former,  as  Lindelle  falsely  asserts?  Falsely 
asserts!  Lies!  Do  such  trifles  merit  such  hard  words? 
Trifles?     What  Lindelle  held  important  enough  to  lie 

«  Atto  IV.  sc.  2. 

Eoi.  Mk  di  tanto  furor  :  di  tanto  affanno 
Qual'  ebbe  mai  cagion  ?  .  .  . 

Ism.  II  tutto  ' 

Sooprirti  io  nou  ricuso :  mh.  egli  h  d*  uopo 
Che  qui  t'  arrest i  per  brev*  ora :  urgente 
Cura  or  mi  chiama  altrove. 

Egi.  Io  volontieri 

T*  attendo  quaiito  vuoi.    Ism.  Mk  non  partire 
E  non  far  si,  ch'  io  qua  ritorni  indamo, 

Egi.  Mia  ffe  do  in  pegno ;  e  dove  gir  dovrei  ?— 

•  Atto  IV.  sc.  7. 

Mer.  Ma  quale,  6  mio  fedel,  qual  potr6  io 
Darti  gia  mai  merc^,  che  1  murti  agguagli  ? 

Pol.  n  mio  stesso  servir  fu  premio ;  ed  ora 
M*^  11  vederti  contenta,  ampia  mercede. 
Che  vuoi  tu  darmi  ?  io  nulla  bramo :  caro 
Sol  mi  saria  ci6,  ch'  altri  dar  non  puote ; 
Che  scemato  mi  fosse  il  grave  incarco 
Degli  anni,  che  mi  stk  su  '1  capo,  e  a  term 
II  curva,  0  preme  si,  che  parmi  un  niont&— 
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4boiit,  Bhonld  that  not  be  important  enough  to  justify  a 
'third  person  in  telling  him  that  he  has  lied? 

No.  44. 

■    I  now  oome  to  Lindelle's  blame  which  touches  Voltaire 
as  well  as  Maffei  for  whom  it  was  alone  intended. 

I  pass  over  the  two  points  where  Voltaire  himself  felt 
that  the  missile  recoiled  on  him.  Lindelle  had  said  that 
the  signs  were  weak  and  ignoble  from  which  Maffei's  Me- 
rope  concluded  that  ^gisthus  was  the  murderer  of  her  son. 
Voltaire  replied:  "I  cannot  deny  to  you  that  I  think 
Maffei  has  acted  more  artfully  than  I,  in  letting  Merope 
belieTB  that  her  son  is  the  murderer  of  her  son.  Ho 
ooold  employ  a  ring  for  this  purpose  and  that  I  might 
not,  for  since  the  royal  ring  at  which  Boileau  mocks  in 
his  '  Satires '  that  would  seem  very  petty  on  our  stage." 
Bat  why  need  Voltaire  choose  old  armour  instead  of  a 
ring?  When  Narbas  took  away  the  child,  what  could 
h&'ve  induced  him  to  take  the  armour  of  the  murdered 
king  as  well  ?  In  order  that  iBgisthus  when  grown  up 
need  not  buy  new  armour  but  could  use  his  father's  old 
suit?  The  prudent  old  man !  Did  he  not  take  a  few  old 
dresses  of  the  mother's  as  well  ?  Or  did  he  do  it  that 
^gisthus  might  some  day  be  known  by  the  armour  ?  Such 
a  suit  of  armour  was  probably  unique  ?  It  was  probably 
a  suit  of  family  armour  that  Vulcan  himself  had  made  for 
the  great-grandfather.  An  impenetrable  suit  of  armour  ? 
Or  perchance  embellished  with  beautiful  figures  and  sym- 
bols at  whose  aspect  Eurykles  and  Merope  would  recog- 
nise it  after  fifteen  years  ?  If  this  be  so,  then  the  old  man 
certainly  had  to  take  it,  and  M.  de  Voltaire  has  cause  to  be 
grateful  to  him  that,  amidst  the  bloody  confusion  when  an- 
other would  only  have  thought  of  the  child,  he  also  thought 
of  so  useful  a  commodit3%  For  if  -^gisthus  had  to  lose  his 
father's  kingdom,  he  need  not  lose  his  father's  armour  in 
which  he  might  reconquer  it.  Secondly  Lindelle  has  com- 
mented upon  Maffei's  Polyphontes  who  insists  on  wedding 
Merope.  As  if  Voltaire's  did  not  insist  on  this  too  I  Vol- 
taire therefore  replies  to  him :  "  Neither  Maflfei  nor  I  have 
made  the  reasons  urgent  enough  why  Polyphontes  u 
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out  to  the  poet,  that  here  and  in  several  places  he  has 
gone  astray  and  poked  his  own  head  through  the 
curtain  ? 

And  leaving  out  of  regard  that  detailed  comparisons 
scarcely  find  a  fit  place  in  a  tragedy,  he  should  have 
noticed  that  YirgiFs  was  greatly  abused  by  Maffei.     In 
Virgil  it  increases  our  pity,  and  that  is  its  purpose,  but 
Maffei  puts  it  into  the  mouth  of  him  who  rejoices  over 
the  misfortune  of  which  it  is  a  picture,  and  to  be  in 
accordance  with  Polyphontes*s  mood  it  ought  to  arouse 
more  scorn   than  pity.     But  Voltaire  does  not  hesitate 
to  lay  even  greater  faults  that  exert  influence  over  the 
whole  play,  to  the  charge  of  the  Italian  taste,  rather 
than  to  the  charge  of  one  poet  among  them.     Voltaire 
thinks  that  he  displays  the  greatest  savoir  vivre  when  he 
consoles  Maffei  by  saying  that  the  whole  nation  compre- 
hends this  no  better  than  he  does  ;  that  his  faults  are  the 
faults  of  his  nation,  but  that  the  faults  of  a  whole  nation 
really  were  no  faults,  since  it  did  not  matter  what  was  good 
or  bad  in  itself  but  what  a  whole  nation  deemed  good  or 
bad.     "  How  could  I  have  ventured,"  he  continues,  making 
a  deep  bow  to  the  Marquis  and  sneering  at  him  in  secret 
"  how  could  I  have  ventured  to  let  minor  characters  speak 
so  often  one  with  another  as  3'ou  have  done !     They  servo 
with  you  to  prepare  for  the  interesting  scenes  lletween 
the  chief  characters ;  they  are  the  entrances  to  a  beautiful 
palace ;   but  our  impatient  public  desires  to  find  itself 
instantly  inside  this  palace.     We  must  fain  submit  to 
the  taste   of  a  people  which   has   become  satiated  with 
masterpieces  and  hence  is  spoilt."     What  else  does  thin 
mean  than  :  "  M.  le  Marquis,  your  play  contains  very  very 
many  cold,  tedious  and  useless  scenes.     But  far  be  it  from 
mo  to  reproach  you  with  these  I     Heaven  forfend  I     I  am 
a  Frenchman,  1  have  savoir  vivre,  I  should  not  force  some- 
thing unpleasant  upon  you.     Beyond  doubt  you  wrote 
these  cold,  tedious  useless  scenes  advisedly  and  with  idl 
care,  because  they  are  just  what  your  nation  needs.    I 
wish  that  I  too  could  get  off  as  cheaply,  but  alas  I  my 
nation  is  so  far,  so  very  far  ahead  that  I  must  be  yet 
farther  to  satisfy  them.     I  will  not  on  that  account  thmk 
more  of  myself  than  of  you,  but  since  my  nation  does  so 
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far  over-top  yours "    Further  I  do  not  venture  to 

extend  my  paraphrase,  for  else — 


« 


Desinit  in  piscem  mulier  formosa  snpeme  : " 


politeness  might  become  jpersiflage  (I  use  this  French 
word  because  we  Germans  know  nothing  of  the  matter), 
9aid,  jpersiflage  stupid  pride. 

No.  42. 

It  18  not  to  be  denied  that  a  goodly  portion  of  the 
&ults  which  as  idiosyncrasies  of  Italian  taste  Voltaire 
only  seems  to  excuse  in  his  precursor  in  order  to  charge 
them  upon  the  whole  Italian  nation,  these  faults  I  say  do 
exist  in  the  '  Merope '  of  Maffei,  as  well  as  other  and  far 
greater  ones.  In  his  youth  Maffei  had  much  leaning 
towards  poetry,  he  versified  with  ease  in  all  the  various 
styles  of  the  famous  poets  of  his  country,  but  this  inclina- 
tion and  this  facility  prove  little  or  nothing  in  favour  of 
the  peculiar  genius  that  is  required  for  tragedy.  After- 
wards he  devoted  himself  to  history,  criticism  and  archseo- 
logy,  and  I  question  whether  these  studies  are  the  fittest 
nourishment  for  a  tragic  genius.  He  was  buried  among 
Church  fathers  and  ecclesiastical  documents  and  wrote 
against  the  priests  and  Basnage,  when,  incited  by  social 
circumstances,  he  took  up  his  *  Merope '  and  finished  it  in 
less  than  two  months.  If  such  a  man,  amidst  such  occupa- 
tions could  make  a  masterpiece  in  so  short  a  time,  he  must 
have  had  the  most  extraordinary  head  or  else  a  tragedy 
is  a  very  slight  affair.  That  however  which  a  scholar  of 
good  classical  taste,  who  looks  upon  the  matter  rather 
as  a  recreation  than  a  labour  worthy  of  him,  could  produce, 
that  he  did  produce.  His  treatment  is  more  mannered 
and  artificial  than  felicitous,  his  characters  are  more  in 
accordance  with  the  analysis  of  moralists,  or  after  well- 
known  types  in  books,  than  drawn  from  life ;  his  expres- 
sions evince  more  imagination  than  feeling ;  the  litterateur 
and  the  versifier  are  everywhere  discernible,  but  rarely 
the  poet  and  the  genius. 

As  a  versifier  he  hunts  greatly  after  descriptions  and 
metaphors.    He  has  some  most  excellent  ones,  true  pio- 

VOL.  III.  2  k 
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tares,  tliat  cannot  be  enongh  admired  if  spoken  by  himseli 
but  which  are  quite  unendurable  spoken  by  his  personages 
and  even  result  in  utter  absurdities.  Thus  for  example 
it  is  very  proper  that  ^Slgisthus  should  describe  minntel}^ 
his  struggle  with  the  robber  whom  he  murders,  for  on 
this  rests  his  defence ;  but  that  when  he  confesses  to  have 
thrown  the  corpse  into  the  river,  he  should  paint  the 
minutest  phenomena  that  accompany  the  fall  of  a  heavy 
body  into  water,  how  it  shoots  down,  with  what  sound 
the  waters  divide,  how  it  splashes  up  into  the  air,  and  how 
the  floods  close  up  again,^  this  would  not  be  forgiven  even 
to  a  cold  garrulous  lawyer  who  defends  him,  much  less  to 
himself.  Whoever  stands  before  a  judge  to  defend  hia 
life  has  far  other  things  near  his  heart  than  to  be  so 
childishly  accurate  in  his  narrative. 

As  a  literary  man  Maffei  has  shown  too  much  reverence 
for  the  simplicity  of  old  Greek  habits  and  costumes,  such 
as  we  find  them  depicted  in  Homer  and  Euripides.  This 
latter  must  be,  I  will  not  say  ennobled,  but  brought 
nearer  to  our  costume  if  it  is  not  to  detract  ^m  the 
pathos  of  tragedy.  Also  he  has  too  evidently  endeavoured 
to  imitate  fine  passages  from  the  ancients,  without  distin- 
guishing from  what  kind  of  works  he  borrows  them  and 
into  what  kind  of  work  he  is  transporting  them.  Nestor 
in  the  epic  is  a  friendly  garrulous  old  man,  but  Polydorui 
in  the  tragedy  who  is  fashioned  after  him  is  a  detestable 
old  chatterer.  If  Ma£Fei  had  really  followed  the  supposed 
plan  of  Euripides,  then  the  literary  man  would  certainly 
have  made  us  laugh.  He  would  have  held  it  to  be  his 
duty  to  use  all  the  little  fragments  preserved  of  •  Kies- 


Atto  I.  80.  3 : — 


" .    .    .in core 


Per6  mi  venne  di  lanciar  nel  fiume 

II  morto,  o  eemivivo ;  e  con  fatica 

(Ch*  inutil*  era  per  riuscire,  e  vana) 

L*  alzai  da  terra,  e  in  terra  rimanova 

Una  pozza  di  sangue :  a  mezzo  il  ponte 

Portailo  in  fretta,  di  vermiglia  striscia 

Sempre  rigando  il  suol ;  quinci  cadere 

Col  capo  in  giii  il  lasciai :  piomb5,  e  gran  tonib 

8*  udi  nol  profondarsi :  in  alto  salse 

Lo  gpruzio,  e  1'  onda  sopra  ltd  si  cliiuie.*' 


^^ttmttt 
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phontes  *  and  to  work  them  neatly  into  his  play.'  Wher- 
ever he  thought  they  fitted  he  would  have  put  them  up 
as  posts  round  which  his  dialogue  must  twine.  What 
pecfantio  tyranny  I  And  to  what  end  ?  If  it  is  not  these 
moral  axioms  with  which  space  is  filled  up,  well  then  it  is 
others. 

Yet  notwithstanding  this,  there  are  passages  where  we 
might  wish  that  the  Hterarv  man  had  forgotten  himself 
less.  For  instance :  after  the  recognition  and  Merope's 
discoTcry  that  she  has  twice  been  in  danger  of  murdering 
her  own  son,  he-makes  Ismene  exclaim  with  astonishment : 
**  What  a  wonderful  event,  more  wonderful  than  was  ever 
ocmoeiYed  of  on  a  stage  t" 

"  Con  cosi  strani  awennimenti  nom  forse 
Non  vide  mai  favoleggiar  le  scene." 

Haffei  did  not  recollect  that  his  play  was  laid  at  a  time 
when  theatres  were  yet  unknown;  in  the  time  before 
Homer,  whose  poem  scattered  the  first  seeds  of  the  drama. 
I  would  not  have  laid  stress  on  this  heedlessness  to  any 
person  but  to  him  who  held  it  needful  to  excuse  himself 
m  the  preface,  for  employing  the  name  Messene  at  a  time 
when  beyond  doubt  no  town  of  this  name  existed,  since 
Homer  does  not  mention  it.  A  poet  can  treat  such  trifles 
'as  he  likes,  we  only  demand  that  he  should  be  consistent 
and  that  he  should  not  in  one  instance  have  scruples  which 
in  another  he  boldly  disregards,  unless  we  are  to  believe 
that  the  omission  has  arisen  from  ignorance  rather  than 
fiom  designed  disregard.  Altogether  the  lines  quoted 
would  not  please  me,  even  if  they  did  not  contain  an 
anachronism.  The  tragedian  should  avoid  everything 
that  can  remind  the  audience  of  their  illusion,  for  as  soon 
as  they  are  reminded  thereof  the  illusion  is  gone.  It  aim  ost 
aeems  here  as  though  Maffei  sought  to  strengthen  this 
illusion  by  assuming  the  idea  of  a  theatre  outside  the 
theatre,  but  the  mere  words  "  stage "  and  "  invention  " 

*  "Kon  esscndo  dnnque  state  mio  pensicre  di  scguir  la  Tragcdia 
d'  Euripide,  non  ho  cercato  per  consequenza  di  porre  nella  mia  que, 
sentimenti  di  esea,  che  son  rimasti  qnk  e  Ik ;  avendone  tradotti  cinqiu 
Tersi  Cicerone,  e  recati  ire  pasri  Plntarco,  e  due  versi  Gellio,  ed  alcuni 
tiovandoBene  ancora,  se  la  memoria  nou  m*  ingunna,  presso  Stobeo." 

2  A  2 
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are  so  prejudicial  to  the  matter  that  they  carry  hb  straig 
thither  whence  he  would  divert  us.  It  is  sooner  permitt 
to  the  comic  poet  thus  to  place  representation  in  appoi 
tion  to  representation  ;  for  to  rouse  our  laughter  does  n 
require  the  same  degree  of  illusion  as  to  arouse  our  pity, 

I  have  said  already  how  severe  De  la  Lindelle  is  np( 
Maffei.  According  to  him  Maffei  has  been  content  wi1 
what  his  material  offered  without  bringing  the  smalle 
art  to  bear  on  it ;  his  dialogue  is  without  reality,  dignil 
or  grace ;  the  play  is  full  of  petty  contemptible  mati 
that  would  scarcely  be  tolerated  in  a  harlequinade; 
overflows  with  absurdities  and  schoolboy  faults.  "  In  oi 
word,"  he  concludes,  "  Maffei's  work  contains  a  fine  snl 
ject,  but  is  a  wretched  play.  Every  one  in  Paris  is  agree 
that  it  would  not  have  been  possible  to  sit  out  its  repr 
sentation,  and  even  in  Italy  sensible  people  make  sma 
account  of  it.  In  vain  has  the  author  on  his  vaiioi 
journeys,  lured  the  most  miserable  writers  to  transla' 
his  tragedy ;  he  could  pay  a  translator  more  easily  tha 
improve  his  piece." 

As  there  are  rarely  compliments  without  some  lies,  i 
there  are  rarely  rude  speeches  without  some  trutl 
Lindelle  is  right  in  several  points,  and  he  might  be  rue 
or  polite,  so  long  as  he  was  content  merely  to  find  feu 
with  Maffei.  But  he  desires  to  tread  him  under  foot,  1 
annihilate  him,  and  sets  to  work  blindly  and  perfidiousl; 
He  is  not  ashamed  to  tell  downright  lies,  to  commit  palj 
able  forgeries,  in  order  to  be  able  to  raise  most  malicioi 
laughter  of  contempt.  Among  three  blows  that  he  hit 
one  always  goes  into  the  air,  and  of  the  other  two  thi 
should  hit  or  graze  his  adversary,  one  infallibly  hil 
Voltaire  also,  for  whose  sake  all  this  boxing  match  j 
undertaken.  Voltaire  seems  to  have  felt  this  in  piurt,  an 
is  therefore  not  slow  in  his  answer  to  Lindelle,  to  defen 
Maffei  in  all  those  points  in  which  he  thinks  he  must  alfl 
defend  himself.  This  whole  correspondence  with  onesel 
lacks,pdt  seems  to  me,  its  most  interesting  part,  Maffei' 
reply.  If  only  M.  de  Voltaire  would  also  communicate  thi 
to  us  I  Or  was  it  perhaps  not  of  the  nature  he  had  hope 
to  provoke  by  his  flatteries  ?  Did  Maffei  perhaps  take  th 
liberty  to  place  before  him  in  return  the  pecmiarities  c 
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s5  the  French  taste  ?  did  he  venture  to  show  him  why  the 
^  French  '  Merope '  could  please  as  little  in  Italy,  as  th^ 
^  ^  Italian  in  France  ? 

"■^  No.  43. 

^^  Something  of  the  kind  might  be  surmised.  But  I  will 
-J  rather  prove  what  I  have  said  myself  than  surmise  what 
?  others  may  have  said. 

^  To  begin  with,  Lindelle's  blame  may  be  mitigated  in 
^  almost  every  point.    If  Maffei  has  erred  he  has  not  always 

*  erred  so  grossly  as  Lindelle  would  have  us  believe.  For 
^j  instance  he  says  that  -ZEgisthus  exclaims,  "Oh,  my  old 
M  father ! "  when  Merope  is  about  to  smite  him,  and  that 
g  the  queen  is  so  touched  by  these  words,  **  old  father," 
H  that  she  abandons  her  purpose  and  conceives  the  notion 
M  that  ^gisthus  might  be  her  son.     Is  not  this,  he  adds 

*  maliciously,  a  well-founded  conception  ?  For  certainly  it 
*^  is  something  quite  remarkable  that  a  young  man  should 

"*  have  an  old  father  !  "  Maffei,"  he  continues,  "  sought  to 
amend  by  this  fault,  this  lack  of  art  and  genius,  another 
^  fault  that  he  had  committed  in  the  first  edition  of  his 
^  play.  In  this  -ZEgisthus  exclaimed :  *  Oh,  Polydorus, 
^  my  father ! '  And  this  Polydorus  was  the  very  man  to 
^  whom  Merope  had  confided  her  son.  At  the  name 
^  Polydorus  the  queen  could  no  longer  doubt  that  -^gisthus 
■f  is  her  son,  and  the  play  would  have  been  at  an  end.  Now  the 
*?  fault  is  certainly  removed,  but  its  place  has  been  occupied 
f  by  a  more  gross  one."  It  is  true,  in  the  first  edition 
[-  -^gisthus  calls  Polydorus  his  father ;  but  in  the  following 
editions  there  is  no  mention  of  a  father.  The  queen  only 
starts  at  the  name  of  Polydorus  who  warned  -^gisthus  not 
to  set  foot  in  the  realms  of  Messene.  She  does  not  on 
[  that  account  abandon  her  design,  she  only  demands  an 
L    explanation,   and  before  she  has  obtained  this  the  king 

*  appears.  The  king  causes  iEgisthus  to  be  released,  and 
■^  since  he  lauds  and  approves  the  deed  for  which  -ZEgisthus 
I  has  been  condemned,  and  promises  to  reward  it  as  an 
'  heroic  deed,  Merope  is  obliged  to   fall  back  upon  her 

former  suspicion.  Can  he  be  her  son  whom  Polyphontes 
seeks  to  reward  for  murdering  this  son  ?  This  conclusion 
must  needs  weigh  more  with  her  than  a  mere  name! 
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She  now  regrets  that  for  a  mere  name's  sake,  a  name 
many  might  bear,  she  hesitated  in  oonsummating  her 
vengeance. 

"  Che  dubitar !  misera,  ed  io  da  un  nome 
Trattener  mi  lasciai,  quasi  un  tal  nome 
Altri  aver  non  potesse " 

The  subsequent  utterances  of  the  tyrant  can  only  confirm 
her  in  her  belief  that  he  has  the  most  certain  and  exact 
intelligence  concerning  the  death  of  her  son.  Now  is  all 
this  so  very  absurd  ?  It  does  not  seem  so  to  me.  I  must 
rather  admit  that  I  do  not  even  think  Mafifei's  amend- 
ment was  so  needful.  Let  ^gisthus  say  that  his  father 
is  named  Polydorus.  It  does  not  make  much  difference 
whether  it  be  his  father  or  his  friend  who  warns  him 
against  Messene.  Enough  that,  failing  contradiction, 
Merope  must  hold  what  the  tyrant  thinks  of  ^gisthuB 
as  more  probable,  since  she  knows  that  he  has  long  and 
ardently  pursued  her  son,  than  what  she  can  infer  from  a 
more  coincidence  of  name.  Certainly,  if  she  knew  that 
the  tyrant's  idea  that  JEgisthus  is  the  murderer  of  her 
son  is  founded  on  nothing  save  her  own  suspicion,  that 
would  alter  the  matter.  But  she  does  not  know  this,  and 
further  she  has  every  reason  to  believe  that  the  tyrant 
is  sure  of  his  ground.  It  must  be  understood  that  I  do 
not  pronounce  everything  beautiful  that  can  at  need  be 
excused;  unquestionably  the  poet  might  have  arranged 
his  plot  with  more  art.  I  only  wish  to  say  that  even  so 
as  ho  has  made  it,  Morope  does  not  act  without  sufficient 
cause,  and  that  it  is  very  likely  and  possible  that  Merope 
will  continue  to  harbour  designs  of  vengeance  which  sne 
will  seek  to  execute  at  the  firat  opportunity  granted.  . 
That  which  would  offend  me  therefore  is  not  that  she  I 
comes  a  second  time  to  murder  her  son  as  the  murderer 
of  her  son ;  but  that  she  is  bewildered  a  second  time  ) 
through  a  lucky  chance  event.  I  would  pardon  tho  poet  •. 
if  ho  did  not  lot  Merope  decide  according  to  the  laws  I 
of  the  greater  probability,  for  the  passions  that  are  I 
awakened  in  her  might  turn  the  balance  in  favour  of  the  1 
weakest  reasoiis.  But  I  cannot  pardon  him  for  taking  such 
liberties  vdth  accident  and  being  so  prodigal  of  wonderful 
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chance  events  as  though  they  were  the  oommonost  events. 
That  chance  may  once  lend  pious  aid  to  a  mother, 
may  be ;  we  will  believe  it  the  more  willingly  because 
the  surprise  pleases  us.  But  that  the  same  hastiness  is 
•checked  a  second  time  in  the  same  way,  this  is  not  like 
chance ;  the  surprise  repeated  ceases  to  be  a  surprise,  its 
monotony  offends  and  we  are  vexed  with  the  poet  who 
knows  how  to  be  as  marvellous  but  not  as  varied,  as 
chance. 

Of  Lindelle's  most  conspicuous  and  designed  falsifica- 
tions I  will  only  instance  two.  He  says  :  "  The  fourth  act 
begins  with  a  cold  and  needless  scene  between  the  tyrant 
and  Merope's  confidante;  hereupon  the  confidante  meets, 
I  know  not  how,  the  young  ^gisthus,  and  persuades 
him  to  repose  in  the  atrium,  in  order  that  when  he  has 
fallen  asleep  the  queen  may  murder  him  with  all  ease. 
He  does  indeed  go  to  sleep,  as  he  had  promised,  very 
well ;  then  comes  the  queen,  a  second  time,  axe  in  hand, 
to  murder  the  young  man,  who  expressly  sleeps  for  this 
purpose.  This  same  situation,  twice  repeated,  betrays  the 
extremest  poverty  of  idea,  and  the  sleep  of  this  young  man 
Is  so  absurd  that  nothing  in  the  world  can  be  more  ludi- 
crous." But  is  it  true  that  the  confidante  persuades  him 
into  this  sleep?  This  is  an  untruth  on  Lindelle's  part.^ 
JEgisthus  meets  the  confidante  and  begs  her  to  reveal  to  him 
why  the  queen  is  so  angered  against  him.  The  confidante 
replies,  she  would  gladly  tell  him  all,  but  important  busi- 
ness calls  her  elsewhere,  he  is  to  wait  here  a  moment, 
she  will  come  back  directly.  The  confidante  certainly 
intends  to  deliver  him  up  into  the  hands  of  the  queen,  she 
persuades  him  to  remain  but  not  to  sleep,  and  -^gisthus, 
who  remains  in  accordance  with  his  promise,  falls  asleep, 
not  in  accordance  with  his  promise  but  because  he  is  tired, 

*  And  M.  de  Voltaire's  also.  For  not  only  Lindelle  says :  **  Ensuite 
cette  BTiivante  rencontre  le  jeune  iSgiste,  je  ne  sais  comment,  et  lai 
persuade  de  se  reposer  dans  le  vestibule,  afin  que,  quand  11  sera  en- 
dormi,  la  reine  puisse  le  tuer  tout  k  son  aise ; "  but  M.  de  Voltaire 
himself  says, "  la  confidante  de  Merope  engage  le  jeune  iSgiste  k  dormip 
sur  la  sc^ne,  afin  de  donner  le  temps  k  la  reine  de  venir  Ty  assassiner." 
What  is  to  be  inferred  from  this  unanimity  I  need  not  remark.  It  is 
rare  for  a  liar  to  agree  with  himself,  and  if  two  liars  agree  it  must  be  • 
prearranged  concero. 
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because  it  is  night  and  because  lie  does  not  see  where 
else  he  should  spend  the  night.^  Lindelle's  secand  lie  ii 
of  the  same  kind.  He  says :  "  Merope  after  she  has  been 
hindered  by  old  Folydorus  from  murdering  her  son,  asks 
him  what  reward  he  requires  for  his  services,  and  the  old 
fool  begs  her  to  rejuvenate  him."  Begs  her  to  rejuvenate 
him  ?  "  The  reward  of  my  services,"  says  the  old  man 
"is  to  see  you  happy.  What  could  you  give  me?  I 
need  nothing,  I  ask  nothing.^  One  thing  I  might  wish, 
but  that  is  neither  in  your  power  nor  that  of  any  mortal, 
to  grant,  that  the  weight  of  years  under  which  I  groan 
be  lightened,"  &c.  Does  that  mean,  "  lighten  thou 
the  load?  give  thou  me  back  my  strength  and  youth?** 
I  do  not  say  that  these  complaints  about  the  disoomforls 
of  age  are  in  their  most  appropriate  place  here,  although 
they  are  quite  in  keeping  with  the  character  of  Poly- 
dorus.  But  is  every  awkwardness  a  madness?  And 
would  not  Folydorus  and  his  poet  be  mad  in  the  truest 
sense  if  the  latter  really  placed  this  petition  in  the  mouth 
of  the  former,  as  Lindelle  falsely  asserts?  Falsely 
asserts!  Lies!  Do  such  trifles  merit  such  hard  words? 
Trifles?    What  Lindelle  held  important  enough  to  lie 

«  Atto  IV.  sc.  2. 

Egi.  Mk  di  tanto  furor  :  di  tanto  affanno 
Qual'  ebbe  mai  cagion  ?  .  .  . 

Ism.  H  tutto 

Sooprirti  io  nou  ricuso :  mk  egli  h  d'  uopo 
Che  qui  t'  arresti  per  brev'  ora :  nrgente 
Cura  or  mi  chiama  altrove. 

Egi.  Io  volontieri 

T'  attendo  quanto  yuoi.    Ism.  Mk  non  partire 
E  non  far  si,  ch'  io  quk  ritorni  indamo. 

Egi.  Mia  f%  d6  in  pegno ;  e  dove  gir  dovrei  ?-^> 

•  Atto  IV.  so.  7. 

Mer.  Ma  <}ua1e,  6  mio  fedel,  qual  potr6  io 
Darti  gik  mai  merc^,  cho  1  merti  agguagli  ? 

Pol.  n  mio  stesHO  servir  fu  premio ;  ed  ora 
M'^  11  vedtrti  con  tenia,  ampia  mercede. 
Oho  vuoi  tu  durmi  ?  io  nulla  bramo :  oaro 
Sol  mi  saria  oib,  ch'  altri  dar  non  puote; 
Obe  Bcemato  mi  fosse  11  grave  incarco 
Degli  annl,  ohe  ml  stk  hi!  *1  capo,  e  k  term 
II  curva,  0  preme  si,  ohe  parmi  un  monte— 
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ibout,  should  that  not  be  important  enough  to  justify  a 
liird  person  in  telling  him  that  he  has  lied? 

No.  44. 

I  now  come  to  Lindelle's  blame  which  touches  Voltaire 
m  well  as  Maflfei  for  whom  it  was  alone  intended. 

I  pass  over  the  two  points  where  Voltaire  himself  felt 
;hat  the  missile  recoiled  on  him.  Lindelle  had  said  that 
Jie  signs  were  weak  and  ignoble  from  which  Maffers  Me- 
•ope  concluded  that  -^gisthus  was  the  murderer  of  her  son. 
i^oltaire  replied:  "I  cannot  deny  to  you  that  I  think 
klaffei  has  acted  more  artfully  than  I,  in  letting  Merope 
)elieYe  that  her  son  is  the  murderer  of  her  son.  Ho 
»ould  employ  a  ring  for  this  purpose  and  that  I  might 
lot,  for  since  the  royal  ring  at  which  Boileau  mocks  in 
lis  *  Satires '  that  would  seem  very  petty  on  our  stage." 
Bat  why  need  Voltaire  choose  old  armour  instead  of  a 
■ing?  When  Narbas  took  away  the  child,  what  could 
lave  induced  him  to  take  the  armour  of  the  murdered 
dng  as  well  ?  In  order  that  -^gisthus  when  grown  up 
leed  not  buy  new  armour  but  could  use  his  father's  old 
juit  ?  The  prudent  old  man !  Did  he  not  take  a  few  old 
iresses  of  the  mother's  as  well  ?  Or  did  he  do  it  that 
S]gisthus  might  some  day  be  known  by  the  armour  ?  Such 
i  suit  of  armour  was  probably  unique  ?  It  was  probably 
\  suit  of  family  armour  that  Vulcan  himself  had  made  for 
:he  great-grandfather.  An  impenetrable  suit  of  armour  ? 
3r  perchance  embellished  with  beautiful  figures  and  sym- 
Dols  at  whose  aspect  Eurykles  and  Merope  would  recog- 
lise  it  after  fifteen  years  ?  If  this  be  so,  then  the  old  man 
;ertainly  had  to  take  it,  and  M.  de  Voltaire  has  cause  to  be 
grateful  to  him  that,  amidst  the  bloody  confusion  when  an- 
•ther  would  only  have  thought  of  the  child,  he  also  thought 
)f  so  useful  a  commoditj^  For  if  -^gisthus  had  to  lose  his 
ather's  kingdom,  he  need  not  lose  his  father's  armour  in 
vhich  he  might  reconquer  it.  Secondly  Lindelle  has  com- 
nented  upon  Ma£Fei's  Polyphontes  who  insists  on  wedding 
klerope.  As  if  Voltaire's  did  not  insist  on  this  too  I  Vol- 
aire  therefore  replies  to  him  :  "  Neither  Maffei  nor  I  have 
aade  the  reasons  urgent  enough  why  Polyphontes  insists 
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out  to  the  poet,  that  here  and  in  several  places  he  has 
gone  astray  and  poked  his  own  head  through  the 
curtain  ? 

And  leaving  out  of  regard  that  detailed  comparisons 
scarcely  find  a  fit  place  in  a  tragedy,  he  should  have 
noticed  that  Virgil's  was  greatly  abused  by  Maffei.  In 
Yirgil  it  increases  our  pity,  and  that  is  its  purpose,  but 
Maffei  puts  it  into  the  mouth  of  him  who  rejoices  over 
the  misfortune  of  which  it  is  a  picture,  and  to  be  in 
accordance  with  Polyphontes*s  mood  it  ought  to  arouse 
more  scorn  than  pity.  But  Voltaire  does  not  hesitate 
to  lay  even  greater  faults  that  exert  influence  over  the 
whole  play,  to  the  charge  of  the  Italian  taste,  rather 
than  to  the  charge  of  one  poet  among  them.  Voltaire 
thinks  that  he  displays  the  greatest  sauoir  vivre  when  he 
consoles  Maffei  by  saying  that  the  whole  nation  compre- 
hends this  no  better  than  he  does  ;  that  his  faults  are  the 
faults  of  his  nation,  but  that  the  faults  of  a  whole  nation 
really  were  no  faults,  since  it  did  not  matter  what  was  good 
or  bad  in  itself  but  what  a  whole  nation  deemed  good  or 
bad.  "  How  could  I  have  ventured,"  he  continues,  making 
a  deep  bow  to  the  Marquis  and  sneering  at  him  in  secret, 
"  how  could  I  have  ventured  to  let  minor  characters  speak 
so  often  one  with  another  as  you  have  done !  They  serve 
with  you  to  prepare  for  the  interesting  scenes  between 
the  chief  characters ;  they  are  the  entrances  to  a  beantifiil 
palace ;  but  otir  impatient  public  desires  to  find  itself 
instantly  inside  this  palace.  We  must  fain  submit  to 
the  taste  of  a  people  which  has  become  satiated  with 
masterpieces  and  hence  is  spoilt."  What  else  does  this 
mean  than  :  "  M.  le  Marquis,  your  play  contains  very  very 
many  cold,  tedious  and  useless  scenes.  But  far  be  it  from 
me  to  reproach  you  with  these !  Heaven  forfend  I  I  am 
a  Frenchman,  1  have  savoir  vivre,  I  should  not  force  some- 
thing unpleasant  upon  you.  Beyond  doubt  you  wrote 
these  cold,  tedious  useless  scenes  advisedly  and  with  idl 
care,  because  they  are  just  what  your  nation  needs.  I 
wish  that  I  too  could  get  off  as  cheaply,  but  alas  I  my 
nation  is  so  far,  so  very  far  ahead  that  I  must  be  yet 
farther  to  satisfy  them.  I  will  not  on  that  account  thmk 
more  of  myself  than  of  you,  but  since  my  nation  does  so 


c 
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far  over-top  yours "    Further  I  do  not  venture  to 

extend  my  paraphrase,  for  else — 


« 


Desinit  in  piscem  mulier  formosa  supeme  : " 


politeness  might  become  jperaiflage  (I  use  this  French 
word  because  we  Germans  know  nothing  of  the  matter), 
and  jperaiflage  stupid  pride. 

No.  42. 

It  is  not  to  be  denied  that  a  goodly  portion  of  the 
faults  which  as  idiosyncrasies  of  Italian  taste  Voltaire 
only  seems  to  excuse  in  his  precurspr  in  order  to  charge 
them  upon  the  whole  Italian  nation,  these  faults  I  say  do 
exist  in  the  '  Merope '  of  Maffei,  as  well  as  other  and  far 
greater  ones.  In  his  youth  Maffei  had  much  leaning 
towards  poetry,  he  versified  with  ease  in  all  the  various 
styles  of  the  famous  poets  of  his  country,  but  this  inclina- 
tion and  this  facility  prove  little  or  nothing  in  favour  of 
the  peculiar  genius  that  is  required  for  tragedy.  After- 
wards he  devoted  himself  to  history,  criticism  and  archseo- 
logy,  and  I  question  whether  these  studies  are  the  fittest 
nourishment  for  a  tragic  genius.  He  was  buried  among 
Church  fathers  and  ecclesiastical  documents  and  wrote 
against  the  priests  and  Basnage,  when,  incited  by  social 
circumstances,  he  took  up  his  '  Merope '  and  finished  it  in 
less  than  two  months.  If  such  a  man,  amidst  such  occupa- 
tions could  make  a  masterpiece  in  so  short  a  time,  he  must 
have  had  the  most  extraordinary  head  or  else  a  tragedy 
is  a  very  slight  affair.  That  however  which  a  scholar  of 
good  classical  taste,  who  looks  upon  the  matter  rather 
as  a  recreation  than  a  labour  worthy  of  him,  could  produce, 
that  he  did  produce.  His  treatment  is  more  mannered 
and  artificial  than  felicitous,  his  characters  are  more  in 
accordance  with  the  analysis  of  moralists,  or  after  well- 
known  types  in  books,  than  drawn  from  life ;  his  expres- 
sions evince  more  imagination  than  feeling ;  the  littSrateur 
and  the  versifier  are  everywhere  discernible,  but  rarely 
the  poet  and  the  genius. 

As  a  versifier  he  hunts  greatly  after  descriptions  and 
metaphors.    He  has  some  most  excellent  ones,  true  pio- 

voL.  III.  2  k 
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tares,  tliat  cannot  be  enough  admired  if  spoken  by  hims 
"but  which  are  quite  tmendnrable  spoken  by  his  persona^ 
and  even  result  in  utter  absurdities.  Thus  for  exam 
it  is  very  proper  that  ^Slgisthus  should  describe  minute 
his  struggle  with  the  robber  whom  he  murders,  for 
this  rests  his  defence  ;  but  that  when  he  confesses  to  hs 
thrown  the  corpse  into  the  river,  he  should  paint  1 
minutest  phenomena  that  accompany  the  fall  of  a  hea 
body  into  water,  how  it  shoots  down,  with  what  sou 
the  waters  divide,  how  it  splashes  up  into  the  air,  and  h< 
the  floods  close  up  again,^  this  would  not  be  forgiven  e^ 
to  a  cold  garrulous  lawyer  who  defends  him,  much  less 
himself.  Whoever  stands  before  a  judge  to  defend  ] 
life  has  far  other  things  near  his  heart  than  to  be 
childishly  accurate  in  his  narrative. 

As  a  literary  man  Maffei  has  shown  too  much  reverei 
for  the  simplicity  of  old  Greek  habits  and  costumes,  su 
as  we  find  them  depicted  in  Homer  and  Euripides.  Tl 
latter  must  be,  I  will  not  say  ennobled,  but  broug 
nearer  to  our  costume  if  it  is  not  to  detract  from  t 
pathos  of  tragedy.  Also  he  has  too  evidently  endeavoui 
to  imitate  fine  passages  from  the  ancients,  without  disti 
guishing  from  what  kind  of  works  he  borrows  them  ai 
into  what  kind  of  work  he  is  transporting  them.  Nest 
in  the  epic  is  a  friendly  garrulous  old  man,  but  Polydor 
in  the  tragedy  who  is  fashioned  after  him  is  a  detestal 
old  chatterer.  If  Maffei  had  really  followed  the  supposi 
plan  of  Euripides,  then  the  literary  man  would  certain 
have  made  us  laugh.  He  would  have  held  it  to  be  L 
duty  to  use  all  the  little  fragments  preserved  of  *  Kre 

Atto  I.  so.  3 : — 

** .    .    .in core 
Per6  mi  venne  di  lanciar  nel  fiume 
II  morto,  o  semivivo ;  e  con  fatica 
(Ch*  inutir  era  per  riuscire,  e  vana) 
L*  alzai  da  terra,  e  in  terra  rimariOva 
Una  pozza  di  sangue :  a  mezzo  il  ponte 
Portailo  in  fretta,  di  vermiglia  striscia 
Sempre  rigando  il  euol ;  quinci  cadere 
Col  capo  in  giii  il  lasciai :  piomb6,  e  gran  tonib 
8*  udi  nol  profondarsi :  in  alto  salse 
Lo  spruzzo,  e  Y  onda  eopra  lui  si  chiuse.*' 
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phontes '  and  to  work  them  neatly  into  his  play.*  Wher- 
ever he  thought  they  fitted  he  would  have  put  them  up 
as  posts  round  which  his  dialogue  must  twine.  What 
pedantic  tyranny  I  And  to  what  end  ?  If  it  is  not  these 
moral  axioms  with  which  space  is  filled  up,  well  then  it  is 
others. 

Tet  notwithstanding  this,  there  are  passages  where  we 
might  wish  that  the  literary  man  had  forgotten  himself 
less.  For  instance :  after  the  recognition  and  Merope's 
discovery  that  she  has  twice  been  in  danger  of  murdering 
her  own  son,  he*makes  Ismene  exclaim  vnXh.  astonishment : 
•*  What  a  wonderful  event,  more  wonderful  than  was  ever 
conceived  of  on  a  stage  t" 

"  Con  cosi  strani  awennimenti  uom  forse 
Non  vide  mai  favoleggiar  le  scene." 

Haffei  did  not  recollect  that  his  play  was  laid  at  a  time 
when  theatres  were  yet  unknown ;  in  the  time  before 
Homer,  whose  poem  scattered  the  first  seeds  of  the  drama. 
[  I  would  not  have  laid  stress  on  this  heedlessness  to  any 
person  but  to  him  who  held  it  needful  to  excuse  himself 
m  the  preface,  for  employing  the  name  Messene  at  a  time 
when  beyond  doubt  no  town  of  this  name  existed,  since 
fiomer  does  not  mention  it.  A  poet  can  treat  such  trifles 
as  he  likes,  we  only  demand  that  he  should  be  consistent 
and  that  he  should  not  in  one  instance  have  scruples  which 
in  another  he  boldly  disregards,  unless  we  are  to  believe 
that  the  omission  has  arisen  from  ignorance  rather  than 
from  designed  disregard.  Altogether  the  lines  quoted 
would  not  please  me,  even  if  they  did  not  contain  an 
anachronism.  The  tragedian  should  avoid  everything 
that  can  remind  the  audience  of  their  illusion,  for  as  soon 
as  they  are  reminded  thereof  the  illusion  is  gone.  It  aim  est 
seems  here  as  though  Mafiei  sought  to  strengthen  this 
illusion  by  assuming  the  idea  of  a  theatre  outside  the 
theatre,  but  the  mere  words  "  stage "  and  "  invention  " 


*  ''Non  essendo  dnnque  state  mio  pensicre  di  scguir  la  Tragcdia 
d'  iEnripide,  non  ho  cercato  per  consequenza  dl  porre  nella  mia  que, 
sentimentl  di  es&a,  che  son  rimasti  qnk  e  Ik ;  avendone  tradotti  cinqiu 
versi  Cicerone,  e  recatl  tre  passi  Plntarco,  e  due  versi  Gellio,  ed  alcuni 
txovandosene  ancora,  se  la  memoria  non  m*  ingunna,  presso  Stobeo." 

2  A  2 


356  LESSING'S  PROSE  WORKS. 

are  so  prejudicial  to  the  matter  that  they  carry  us  i 
thither  whence  he  would  divert  us.  It  is  sooner  pe 
to  the  comic  poet  thus  to  place  representation  in 
tion  to  representation  ;  for  to  rouse  our  laughter  c 
require  the  same  degree  of  illusion  as  to  arouse  oui 

I  have  said  already  how  severe  De  la  Lindelle  : 
Maffei.  According  to  him  Maffei  has  been  contei 
what  his  material  offered  without  bringing  the  s 
art  to  bear  on  it ;  his  dialogue  is  without  reality,  < 
or  grace ;  the  play  is  full  of  petty  contemptible 
that  would  scarcely  be  tolerated  in  a  harlequin 
overflows  with  absurdities  and  schoolboy  faults.  " 
word,"  he  concludes,  "  Maffei's  work  contains  a  fij 
ject,  but  is  a  wretched  play.  Every  one  in  Paris  is 
that  it  would  not  have  been  possible  to  sit  out  its 
sentation,  and  even  in  Italy  sensible  people  make 
account  of  it.  In  vain  has  the  author  on  his  ^ 
journeys,  lured  the  most  miserable  writers  to  tr 
his  tragedy;  he  could  pay  a  translator  more  easil 
improve  his  piece." 

As  there  are  rarely  compliments  without  some 
there  are  rarely  rude  speeches  without  some 
Lindelle  is  right  in  several  points,  and  he  might  1 
or  polite,  so  long  as  he  was  content  merely  to  fine 
with  Maffei.  But  he  desires  to  tread  him  under  j 
annihilate  him,  and  sets  to  work  blindly  and  perfid 
He  is  not  ashamed  to  tell  downright  lies,  to  commi 
able  forgeries,  in  order  to  be  able  to  raise  most  ma 
laughter  of  contempt.  Among  three  blows  that  h 
one  always  goes  into  the  air,  and  of  the  other  tuv 
should  hit  or  graze  his  adversary,  one  infallib] 
Voltaire  also,  for  whose  sake  all  this  boxing  mc 
undertaken.  Voltaire  seems  to  have  felt  this  in  pa: 
is  therefore  not  slow  in  his  answer  to  Lindelle,  to 
Maffei  in  all  those  points  in  which  he  thinks  he  mu 
defend  himself.  This  whole  correspondence  with  < 
lacks,rdt  seems  to  me,  its  most  interesting  part,  Ik 
reply.  If  only  M.  de  Voltaire  would  also  communioa 
to  us  I  Or  was  it  perhaps  not  of  the  nature  he  had 
to  provoke  by  his  flatteries  ?  Did  Maffei  perhaps  ta 
liberty  to  place  before  him  in  return  the  peciuiari 
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ihe  Frenoh  taste  ?  did  lie  venture  to  show  him  why  the 
French  '  Merope '  could  please  as  little  in  Italy,  as  th«^ 
Italian  in  France? 

No.  43. 

Something  of  the  kind  might  be  surmised.  But  I  will 
rather  prove  what  I  have  said  myself  than  surmise  what 
>thers  may  have  said. 

To  begin  with,  Lindelle's  blame  may  be  mitigated  in 
ilmoBt  every  point.  If  Maffei  has  erred  he  has  not  always 
drred  so  grossly  as  Lindelle  would  have  us  believe.  For 
instance  he  says  that  .^gisthus  exclaims,  *'0h,  my  old 
Eieither  I "  when  Merope  is  about  to  smite  him,  and  that 
khe  queen  is  so  touched  by  these  words,  "old  father," 
that  she  abandons  her  purpose  and  conceives  the  notion 
that  iBgisthus  might  be  her  son.  Is  not  this,  he  adds 
maliciously,  a  well-founded  conception  ?  For  certainly  it 
is  something  quite  remarkable  that  a  young  man  should 
have  an  old  father  I  "  Maffei,"  he  continues,  "  sought  to 
amend  by  this  fault,  this  lack  of  art  and  genius,  another 
fault  that  he  had  committed  in  the  first  edition  of  his 
play.  In  this  -ffigisthus  exclaimed :  '  Oh,  Polydorus, 
my  father  I  *  And  this  Polydorug  was  the  very  man  to 
wnom  Merope  had  confided  her  son.  At  the  name 
Polydorus  the  queen  could  no  longer  doubt  that  -^gisthus 
is  her  son,  and  the  play  would  have  been  at  an  end.  Now  the 
fianlt  is  certainly  removed,  but  its  place  has  been  occupied 
by  a  more  gross  one."  It  is  true,  in  the  first  edition 
ZBgisthus  calls  Polydorus  his  father ;  but  in  the  following 
aditions  there  is  no  mention  of  a  father.  The  queen  only 
itarts  at  the  name  of  Polydorus  who  warned  -ffigisthus  not 
k>  set  foot  in  the  realms  of  Messene.  She  does  not  on 
^at  account  abandon  her  design,  she  only  demands  an 
3xplanation,  and  before  she  has  obtained  this  the  king 
appears.  The  king  causes  jEgisthus  to  be  released,  and 
dnce  he  lauds  and  approves  the  deed  for  which  -ffigisthus 
[laB  been  condemned,  and  promises  to  reward  it  as  ar 
lieroic  deed,  Merope  is  obliged  to  fall  back  upon  her 
former  suspicion.  Can  he  be  her  son  whom  Polyphontes 
seeks  to  reward  for  murdering  this  son  ?  This  conclusion 
must  needs  weigh  more  with  her  than  a  mere  name? 
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She  now  regrets  that  for  a  mere  name's  sake,  a  name 
many  might  bear,  she  hesitated  in  consummating  hei 
vengeance. 

"  Che  dubitar !  misera,  ed  io  da  nn  nome 
Trattener  mi  lasciai,  quasi  un  tal  nome 
Altri  aver  non  potesse " 

The  subsequent  utterances  of  the  tyrant  can  only  confirm 
her  in  her  belief  that  he  has  the  most  certain  and  exact 
intelligence  concerning  the  death  of  her  son.  Now  is  all 
this  so  very  absurd  ?  It  does  not  seem  so  to  me.  I  muat 
rather  admit  that  I  do  not  even  think  Maffei's  amend- 
ment was  so  needful.  Let  iEgisthus  say  that  his  fathei 
is  named  Polydorus.  It  does  not  make  much  difference 
whether  it  be  his  father  or  his  friend  who  warns  him 
against  Messene.  Enough  that,  failing  contradiction, 
Merope  must  hold  what  the  tyrant  thinks  of  ^gisthiu 
as  more  probable,  since  she  knows  that  he  has  long  and 
ardently  pursued  her  son,  than  what  she  can  infer  from  a 
mere  coincidence  of  name.  Certainly,  if  she  knew  thai 
the  tyrant's  idea  that  iEgisthus  is  the  murderer  of  hei 
son  is  founded  on  nothing  save  her  own  suspicion,  thai 
would  alter  the  matter.  But  she  does  not  know  this,  and 
further  she  has  every  reason  to  believe  that  the  tyrani 
is  sure  of  his  ground.  It  must  be  understood  that  I  dc 
not  pronounce  everything  beautiful  that  can  at  need  b€ 
excused;  unquestionably  the  poet  might  have  arranged 
his  plot  with  more  art.  I  only  wish  to  say  that  even  so 
as  he  has  made  it,  Merope  does  not  act  without  sufficient 
cause,  and  that  it  is  very  likely  and  possible  that  Merope 
will  continue  to  harbour  designs  of  vengeance  which  she 
will  seek  to  execute  at  the  first  opportunity  granted. 
That  which  would  o fiend  me  therefore  is  not  that  she 
comes  a  second  time  to  murder  her  son  as  the  murderer 
of  her  son ;  but  that  she  is  bewildered  a  second  time 
through  a  lucky  chance  event.  I  would  pardon  the  poet 
if  he  did  not  let  Merope  decide  according  to  the  laws 
of  the  greater  probability,  for  the  passions  that  are 
awakened  in  her  might  turn  the  balance  in  favour  of  the 
weakest  reasoiis.  But  I  cannot  pardon  him  for  taking  such 
liberties  with  accident  and  being  so  prodigal  of  wonderfiil 
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chance  events  as  though  they  were  the  oommonost  events. 
That  chance  may  once  lend  pious  aid  to  a  mother, 
nay  be ;  we  will  believe  it  the  more  willingly  because 
the  surprise  pleases  us.  But  that  the  same  hastiness  is 
5hecked  a  second  time  in  the  same  way,  this  is  not  like 
jhance ;  the  surprise  repeated  ceases  to  be  a  surprise,  its 
nonotony  oflFends  and  we  are  vexed  with  the  poet  who 
cnows  how  to  be  as  marvellous  but  not  as  varied,  as 
jhance. 

Of  Lindelle*s  most  conspicuous  and  designed  falsifica- 
lions  I  will  only  instance  two.  He  says :  "  The  fourth  act 
)egins  with  a  cold  and  needless  scene  between  the  tyrant 
md  Merope's  confidante;  hereupon  the  confidante  meets, 
'  know  not  how,  the  young  iEgisthus,  and  persuades 
lim  to  repose  in  the  atrium,  in  order  that  when  he  has 
'alien  asleep  the  queen  may  murder  him  with  all  ease, 
le  does  indeed  go  to  sleep,  as  he  had  promised,  very 
veil ;  then  comes  the  queen,  a  second  time,  axe  in  hand, 
K)  murder  the  young  man,  who  expressly  sleeps  for  this 
purpose.  This  same  situation,  twice  repeated,  betrays  the 
jxtremest  poverty  of  idea,  and  the  sleep  of  this  young  man 
3  so  absurd  that  nothing  in  the  world  can  be  more  ludi- 
•rous."  But  is  it  true  that  the  confidante  persuades  him 
uto  this  sleep  ?  This  is  an  untruth  on  Lindelle's  part.^ 
Egisthus  meets  the  confidante  and  begs  her  to  reveal  to  him 
vhy  the  queen  is  so  angered  against  him.  The  confidante 
eplies,  she  would  gladly  tell  him  all,  but  important  busi- 
less  calls  her  elsewhere,  he  is  to  wait  here  a  moment, 
he  win  come  back  directly.  The  confidante  certainly 
Qtends  to  deliver  him  up  into  the  hands  of  the  queen,  she 
persuades  him  to  remain  but  not  to  sleep,  and  -Egisthus, 
rho  remains  in  accordance  with  his  promise,  falls  asleep, 
Lot  in  accordance  with  his  promise  but  because  he  is  tired, 

*  And  M.  de  Voltaire's  also.  For  not  only  Lindelle  says :  "  Ensuite 
3tte  suivante  rencontre  le  jeune  Egiste,  je  ne  sais  comment,  et  lui 
ersuade  de  se  reposer  dans  le  vestibule,  afln  que,  quand  il  sera  en- 
ormi,  la  reine  puisse  le  tuer  tout  h,  son  aise : "  but  M.  de  Voltaire 
imself  says, "  la  (•x)nfidante  de  Merope  engage  le  jeune  Egiste  k  dormir 
ir  la  scene,  afin  de  donner  le  temps  h  la  reine  de  venir  Ty  assassiner." 
That  is  to  be  inferred  from  this  unanimity  I  need  not  remark.  It  is 
ire  for  a  liar  to  agree  with  himself,  and  if  two  liars  agree  it  must  be  a 
rearranged  concern. 
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because  it  is  night  and  because  be  does  not  nee  where 
else  he  should  spend  the  night.^  Lindelle's  second  lie  u 
of  the  same  kind.  He  says :  *'  Merope  after  she  has  been 
hindered  by  old  Folydorus  from  murdering  her  son,  asks 
him  what  reward  he  requires  for  his  services,  and  the  old 
fool  begs  her  to  rejuvenate  him."  Begs  her  to  rejuvenate 
him  ?  "  The  reward  of  my  services,"  says  the  old  man 
"is  to  see  you  happy.  What  could  you  give  me?  I 
need  nothing,  I  ask  nothing.^  One  thing  I  might  wish, 
but  that  is  neither  in  your  power  nor  that  of  any  mortal, 
to  grant,  that  the  weight  of  years  under  which  I  groan 
be  lightened,"  &o.  Does  that  mean,  "  lighten  thou 
the  load?  give  thou  me  back  my  strength  and  youth?" 
I  do  not  say  that  these  complaints  about  the  disoomforts 
of  age  are  in  their  most  appropriate  place  here,  although 
they  are  quite  in  keeping  with  the  character  of  Poly- 
dorus.  But  is  every  awkwardness  a  madness?  And 
would  not  Folydorus  and  his  poet  be  mad  in  the  truest 
sense  if  the  latter  really  placed  this  petition  in  the  mouth 
of  the  former,  as  Lindelle  falsely  asserts?  Falsely 
asserts!  Lies!  Do  such  trifles  merit  such  hard  words? 
Trifles?    What  Lindelle  held  important  enough  to  lie 

«  Atto  IV.  sc.  2. 

Egi.  Mk  di  tanto  furor  :  di  tanto  affanno 
Qual*  ebbe  mai  cagion  ?  .  .  . 

Ism.  n  tutto 

Sooprirti  io  nou  riouso :  mk  egli  h  d*  uopo 
Che  qui  t'  arresti  per  brev*  ora :  urgente 
Cura  or  mi  chiama  altrove. 

Egi.  Io  volontieri 

T'  attendo  quauto  vuoi.    Ism.  Mk  non  partire 
E  non  far  si,  ch'  io  qua  ritomi  indamo. 

Egi.  Mia  f^  d6  in  pegno ;  e  dove  gir  dovrei  ?— 

•  Atto  IV.  so.  7. 

Mer.  Ma  quale,  5  mlo  fedel,  qual  potr6  io 
Darti  gik  mai  merc^  che  i  merti  agguagli  ? 

Pol.  n  mio  stesso  servir  fu  premio ;  ed  ora 
M*^  il  vedurti  contenta,  ampia  mercede. 
Ghe  vuoi  tu  darmi  ?  io  nulla  bramo :  oaro 
Sol  mi  saria  ci6,  ch*  altri  dar  non  puote; 
Ghe  sceuLito  mi  fosse  il  grave  incarco 
Degli  anni,  ohe  mi  stk  sh  *1  capo,  e  k  term 
II  ourra,  o  preme  i^  ohe  parmi  un  nionte— 
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bout,  should  that  not  be  important  enough  to  justify  a 
lird  person  in  telling  him  that  he  has  lied  ? 

No.  44. 

I  now  come  to  Lindelle's  blame  which  touches  Voltaire 
I  well  as  Maffei  for  whom  it  was  alone  intended. 

I  pass  over  the  two  points  where  Voltaire  himself  felt 
lat  the  missile  recoiled  on  him.  Lindelle  had  said  that 
le  signs  were  weak  and  ignoble  from  which  Maffei's  Me- 
)pe  concluded  that  -ffigisthus  was  the  murderer  of  her  son. 
oltaire  replied:  "I  cannot  deny  to  you  that  I  think 
[affei  has  acted  more  artfully  than  I,  in  letting  Merope 
jlieve  that  her  son  is  the  murderer  of  her  son.  He 
mid  employ  a  ring  for  this  purpose  and  that  I  might 
3t,  for  since  the  royal  ring  at  which  Boileau  mocks  in 
is  '  Satires '  that  would  seem  very  petty  on  our  stage." 
at  why  need  Voltaire  choose  old  armour  instead  of  a 
ng?  When  Narbas  took  away  the  child,  what  could 
ive  induced  him  to  take  the  armour  of  the  murdered 
ing  as  well  ?  In  order  that  -ffigisthus  when  grown  up 
3ed  not  buy  new  armour  but  could  use  his  father's  old 
lit  ?  The  prudent  old  man !  Did  he  not  take  a  few  old 
resses  of  the  mother's  as  well  ?  Or  did  he  do  it  that 
Cgisthus  might  some  day  be  known  by  the  armour  ?  Such 
suit  of  armour  was  probably  unique  ?  It  was  probably 
suit  of  family  armour  that  Vulcan  himself  had  made  for 
le  great-grandfather.  An  impenetrable  suit  of  armour  ? 
r  perchance  embellished  with  beautiful  figures  and  sym- 
)ls  at  whose  aspect  Eurykles  and  Merope  would  recog- 
se  it  after  fifteen  years  ?  If  this  be  so,  then  the  old  man 
rtainly  had  to  take  it,  and  M.  de  Voltaire  has  cause  to  be 
ateful  to  him  that,  amidst  the  bloody  confusion  when  an- 
her  would  only  have  thought  of  the  child,  he  also  thought 

so  useful  a  commodity.  For  if  Cgisthus  had  to  lose  his 
ther's  kingdom,  he  need  not  lose  his  father's  armour  in 
bich  he  might  reconquer  it.  Secondly  Lindelle  has  cem- 
ented upon  Maflfei's  Polyphontes  who  insists  on  wedding 
erope.  As  if  Voltaire's  did  not  insist  on  this  too  I  Vol- 
ire  therefore  replies  to  him :  "  Neither  Maffei  nor  I  have 
Bide  the  reasons  urgent  enough  why  Polyphontes  insists 
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on  having  Merope  as  his  spouse.  It  is  perhaps  a  fault  in 
the  subject,  but  I  acknowledge  to  you  that  I  hold  this 
fault  very  small  if  the  interest  it  awakens  be  considerable." 
No,  the  fault  is  not  in  the  subject.  For  in  this  respect 
Maffei  changed  the  subject.  Why  need  Voltaire  have 
adopted  this  change  if  he  did  not  see  his  advantage 
therein  ? 

There  are  several  points  which  Yoltaire  might  have 
applied  to  himself;  but  what  father  sees  all  the  faults  of 
his  child  ?  The  stranger  who  perceives  them  all  at  once, 
need  not  therefore  be  more  observant  than  the  father; 
sufficient  that  he  is  not  the  father.  Let  us  assume  that  I 
am  this  stranger  I 

Lindelle  objects  in  Maffei  that  he  often  leaves  his 
scenes  disconnected,  the  stage  empty,  that  his  personages 
often  enter  and  exeunt  without  cause !  all  radical  faults 
which  we  do  not  pardon  nowadays  in  the  most  wretched 
poet.  Eadical  faults  these  ?  But  this  is  the  French  critic's 
mode  of  speaking,  and  I  must  allow  him  this  if  I  do  not 
want  to  begin  with  him  from  the  very  beginning.  But 
radical  or  not  as  they  may  be,  must  we  believe  Lindelle's 
assertion  that  such  are  so  rare  among  the  poets  of  his 
nation  ?  It  is  true  it  is  they  who  boast  of  most  obedience 
to  rules,  but  it  is  they  also  who  give  to  these  rules  such 
extension  that  it  scarce  repayg  the  labour  to  bring 
them  forward  as  rules ;  or  else  regard  them  in  such  a 
left-handed  and  forced  manner,  that  it  generally  ofifends 
more  to  see  them  observed  thus  instead  of  not  at  all.^ 
Yoltaire  especially  is  a  master  in  the  art  of  making  the 

*  This  was  in  part  also  Sohlegcl's  verdict.  **To  tell  the  truth," 
ho  said,  in  his  *  Thoughts  for  the  Institution  of  a  Danish  Theatre,* 
*'  the  English  who  boast  of  no  unity  of  place,  generally  observe  thil 
better  than  the  French,  who  give  themselves  many  airs  about  follow- 
ing the  rules  of  Aristotle  so  closely.  Now  it  matters  least  that  the 
picture  of  the  scenes  remains  unaltered.  But  if  there  is  no  reason 
wliy  the  acting  personages  should  be  at  one  place  instead  of  having 
stayed  at  another  where  they  were  before;  if  one  person  acta  as 
master  and  inmate  of  a  room  in  which  shortly  before  another  person 
noted  ns  if  he  were  master  of  the  house,  talking  with  idl  ease  with 
liiinself  or  a  confidante  without  this  circumstance  being  excused  on 
the  score  of  probability ;  in  short  if  the  persona  only  come  into  this 
garden  or  room  in  order  to  enter  on  Uie  stage,  then  the  author  of  the 
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c-  chains  of  rule  so  easy  that  he  retains  full  freedom  to 
-  move  about  as  he  likes;  and  yet  he  often  moves  so 
awkwardly  and  heavily  and  makes  such  vexatious  gyra- 
tions that  we  might  almost  believe  every  one  of  his  limbs 
was  fastened  to  a  different  block.  It  costs  me  some 
self-sacrifice  to  regard  a  work  of  genius  from  this  point 
of  view;  but  as  it  is  still  so  fashionable  among  the 
commoner  class  of  art  critics  to  regard  it  from  scarcely 
any  other ;  as  it  is  that  about  which  the  admirers  of  the 
French  theatre  make  the  most  noise,  I  will  look  at  it  more 
closely  before  I  join  their  outcries. 

I.  The  scene  is  at  Messene  in  the  palace  of  Merope. 
This  to  begin  with  is  not  the  stem  unity  of  place, 
which  in  accordance  with  the  rules  and  examples  of  the 
ancients,  a  Hedelin  deemed  he  could  demand.  The  scene 
must  not  be  the  whole  palace,  but  only  a  portion  of 
the  palace,  which  the  eye  can  overlook  from  one  and 
the  same  point  of  view.  Whether  it  be  a  whole  palace, 
a  whole  town,  or  a  whole  province  it  is  thus  the  same 
impossibility.  But  Comeille  already  gave  extension  to 
this  rule,  of  which  in  any  case  there  is  no  express  men- 
tion among  the  ancieijts,  and  decreed  that  a  single  town 
was  sufficient  for  unity  of  place.  If  he  wished  to  justify 
his  best  pieces  from  this  point  of  view,  he  was  obliged 
to  relent  so  far.  What  was  permitted  to  Comeille  was 
right  for  Voltaire.  I  therefore  do  not  object  that  the 
scene  must  be  imagined  now  in  the  room  of  the  queen, 
now  in  this  chamber,  now  in  that  atrium,  now  on  this 
side,  now  on  that.  Only  in  these  changes  he  should  have 
taken  the  precaution  that  Comeille  recommended ;  they 
must  not  be  employed  in  the  same  act,  still  less  in  the  same 
scene.  The  place  where  the  act  opens  must  remain  through 
the  act,  and  to  change  it  in  one  scene  or  to  enlarge  or 


play  would  liave  done  better  to  place  the  words  *  the  scene  of  action 
kj  the  theatre '  upon  his  playbill,  instead  of  *  the  scene  is  a  room  in 
tlie  house  of  Cliraencs*;  or,  to  speak  more  seriously,  it  would  have 
heen  far  better  if  the  author  had  followed  the  custom  of  the  English 
to  change  tho  scene  from  one  house  into  another,  and  thus  allow  hia 
(spectators  to  follow  his  hero,  instead  of  giving  the  hero  the  trouble  to 
/ro  to  a  place  where  he  has  nothing  to  do  in  order  to  please  the 
fcjicctatore.'' 
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contract  it,  is  the  greatest  absurdity  conceivable.  The 
third  act  of  'Merope'  may  occur  out  of  doors,  under 
a  corridor,  in  a  saloon,  in  whose  depths  the  moniiment 
of  Kresphontes  is  seen,  at  which  the  Queen  intends  to 
slay  jJEgisthus  with  her  own  hand;  but  what  can  be 
imagined  more  paltry  than  that,  in  the  middle  of  the 
fourth  scene  when  Eurykles  leads  off  ^gisthus,  he  muB^ 
close  this  backgi'ound  behind  him.  How  does  he  close  it? 
Does  a  curtain  fall  over  it  ?  If  ever  what  Hedelin  says 
of  such  curtains  applied  at  all,  it  must  apply  to  this  one* 
particularly  if  we  also  weigh  the  reasons  why  ^gisthuB 
is  led  away  so  suddenly,  why  he  must  be  instantaneously 
taken  out  of  sight  by  means  of  this  machinery  whereof 
later  on.  Just  such  a  curtain  is  raised  in  the  fifth  act. 
The  first  six  scenes  are  laid  in  a  hall  in  the  palace  and 
with  the  seventh  we  suddenly  have  an  open  view  into  the 
temple,  in  order  that  we  may  see  a  dead  body  in  a  bloody 
robe.  By  what  miracle  this  ?  And  was  the  sight  worth 
the  miracle  ?  We  may  think  that  the  doors  of  this  temple 
are  suddenly  opened,  that  Merope  rushes  out  with  tiie 
whole  people,  and  that  we  thus  attain  a  look  into  it.  I 
understand;  this  temple  was  her  widowed  majesty's 
private  chapel  that  abutted  on  the  hall  and  was  in  com- 
munication with  it,  in  order  that  her  gracious  highness 
might  always  go  dry-footed  to  her  devotions.  Only  then 
we  ought  not  only  to  see  them  go  out  that  way,  but  also  see 
them  enter ;  at  least  we  ought  to  see  -^gisthus  do  so,  who 
at  the  end  of  the  fourth  scone  is  obliged  to  run  and  must 
be  sure  to  take  the  shortest  road  if  eight  lines  farther 
on  he  is  already  to  have  accomplished  his  deed. 

No.  46. 

II.  Nor  has  M.  de  Voltaire  made  matters  less  easy  to 
himself  in  regard  to  the  rules  of  unity  of  time.  If  we 
consider  all  the  events  occurring  in  his  '  Merope,'  as  occur- 

^  ^*  On  met  des  rideaux  qui  se  tirent  ct  retlrent,  pour  faire  que  lef 
octeurs  paroissent  et  disparoissent  selon  la  neccssite  da  sujet — cea 
rideaux  ne  sunt  bona  qu'k  faire  des  couvertun^s  pour  beruer  ooux  qui 
lea  ont  invent^  et  oeuz  qui  ]es  approuveni" — IVatique  du  Tli^trob 
liv.  ii  6h§^  6b 
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ring  on  one  day,  what  a  number  of  absurdities  we  must 
conceive.  Let  us  assume  a  full,  natural  day,  let  us  even 
accord  to  it  thirty  hours,  the  limit  to  which  Comeille 
deemed  it  might  be  extended.  It  is  true,  I  see  no 
physical  hindrances  why  all  the  events  could  not  have 
occurred  in  this  space  of  time,  but  I  see  the  more  moral 
obstacles.  It  is  certainly  not  impossible  that  a  woman 
should  be  wooed  and  married  within  twelve  hours, 
especially  if  we  drag  her  by  main  force  before  the  priests. 
But  if  it  occurs  do  we  not  require  the  most  cogent  and 
urgent  reasons  for  such  forcible  speed?  And  then  if 
not  even  a  shadow  of  such  reasons  exist,  how  is  that 
which  is  only  possible  by  physical  means  to  appear 
probable  to  us?  The  state  desires  to  choose  a  king; 
Polyphontes  and  the  absent  ^gisthus  can  alone  come  into 
consideration ;  in  order  to  nullify  the  claims  of  -^gisthus 
Polyphontes  seeks  to  marry  his  mother ;  on  the  very  day 
of  the  election  he  sues  for  her,  she  refuses  him,  the 
election  proceeds  and  results  in  his  favour,  Polyphontes 
is  now  king  and  we  should  suppose  that  -ffigisthus  might 
now  appear  whenever  he  willed,  the  newly  elected  king 
would  tolerate  him  awhile.  Nothing  of  the  sort ;  he  insists 
on  the  marriage,  insists  it  should  take  place  that  very 
day,  the  very  day  on  which  he  has  first  offered  his  hand 
to  Merope,  the  very  day  on  which  the  people  have  elected 
him  king.  Such  an  old  soldier  and  so  fiery  a  wooer! 
But  his  wooing  is  nothing  save  diplomacy.  The  worse 
therefore  to  treat  so  harshly  those  whom  he  would  en- 
tangle in  his  interests.  Merope  refused  his  hand  when 
he  was  not  yet  king,  when  she  was  forced  to  believe 
that  he  principally  sought  her  hand  to  help  him  upon 
the  throne,  but  now  he  is  king  and  has  become  so  with- 
out founding  his  claim  on  the  score  of  being  her  husband ; 
he  may  renew  his  suit,  perhaps  she  may  yield,  he  should 
leave  her  time  to  forget  the  social  rank  that  once  divided 
them,  to  accustom  her  to  look  on  him  as  her  like,  per- 
chance it  only  needs  a  short  time  for  this.  If  he  cannot 
win  her,  what  boots  it  him  to  force  her  ?  Will  it  remain 
«  secret  to  her  adherents  that  he  forced  her  ?  Will  they 
/lot  think  they  will  have  to  hate  him  also  for  this  ?  Will 
they  not  therefore  join  themselves  to  ^gisthus  whenever 


366  riEBSlNG  B  PROSE  WORKS.  [Ko.  45. 

he  appears  and  regard  themselves  bound  to  fight  in  hii 
cause  the  cause  of  his  mother  ?  In  vain  that  fate  which 
has  been  so  dilatory  the  past  fifteen  years,  now  delivers 
JEgisthus  into  the  tyrant's  hands  and  offers  him  a  means 
whereby  he  can  possess  the  throne  free  from  other  claims, 
a  means  far  shorter  and  more  infallible  than  the  marriage 
with  the  mother.  He  will  and  must  be  married,  and 
married  to-day,  this  very  evening,  the  new  king  will 
claim  the  old  queen  to-night  or  he  is  not  satisfied.  Is 
anything  more  comio  conceivable j  In  the  representation 
I  mean ;  for  that  a  man  with  only  a  spark  of  sense  could 
act  thus,  is  obviously  out  of  the  question.  What  good 
does  it  do  the  poet,  that  the  particular  actions  that  occur 
in  every  act  would  not  require  much  more  time 'for  their 
real  occurrence  than  is  occupied  by  the  representation  of 
each  act ;  and  that  this  time,  including  what  is  absorbed 
between  the  acts,  would  not  nearly  require  a  complete  revo- 
lution of  the  sun ;  has  he  therefore  regarded  the  unity  of 
time  ?  He  has  fulfilled  the  words  of  the  rule,  but  not 
their  spirit.  For  what  he  lets  happen  in  one  day,  can 
be  done  in  one  day  it  is  true,  but  no  sane  mortal  would 
do  it  in  one  day.  Physical  unity  of  time  is  not  sufficient, 
the  moral  unity  must  also  be  considered,  whose  neglect  is 
felt  by  every  one,  while  the  neglect  of  the  other,  though 
it  generally  involves  an  impossibility,  is  yet  not  so 
generally  offensive  because  this  impossibility  can  remain 
unknown  to  many.  If,  for  instance,  in  a  play  a  person 
must  travel  from  one  place  to  another  and  this  journey 
alone  would  require  more  than  a  day,  the  fault  is  only 
observed  by  those  who  know  the  distance  of  the  locality. 
Not  everybody  knows  geographical  distances,  while 
everybody  can  feel  in  him  for  what  actions  he  would 
allow  himself  one  day,  for  what  several.  The  poet 
therefore  who  does  not  know  how  to  preserve  physical 
unity  of  time  except  at  the  expense  of  moral  imity, 
who  does  not  hesitate  to  sacrifice  the  one  to  the  other, 
consults  his  own  interests  badly  and  sacrifices  the 
essential  to  the  accidental.  Maffei  at  least,  takes  a 
night  to  his  aid,  and  the  man-iage  which  Polyphontos 
suggests  to-day  is  solemnised  to-morrow.  With  him  too 
it  is  not  the  day  on  which  Polyphontes  ascends  the  throne, 
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i  hence  ciroiiinstanees  press  less  closely,  they  hurry  but  they 

T  do  not  overhurry  themselves.     Voltaire's  Polyphontes  is 

^  an  ephemeron  of  a  king,  who  does  not  deserve  to  reign 

B  a  second  day,  because  he  began  so  stupidly  and  badly  on 

^  the  first. 

3  III.  Lindelle  says  that  MafiFei  often  does  not  connect  the 
. ..  scenes  and  leaves  the  theatre  empty ;  a  fault  that  nowa- 
:  days  would  not  be  pardoned  to  the  meanest  poet.  "  The 
connexion  of  scenes,"  says  Comeille,  "  is  a  great  ornament 
B  to  a  poem  and  nothing  can  better  assure  us  of  the  con- 
s  tinuity  of  action  than  the  continuity  of  representation. 
Q£  Still  it  is  an  ornament  and  no  rule,  for  the  ancients 
■2  did  not  always  submit  to  it,"  &c.  How!  has  tragedy 
^    become  so  much  more  perfect  with  the  French  since 

•  the  days  of  their  great  Comeille,  that  the  lack  of  that 
r^    which  he  held  but  an  ornament,  has  now  become  an 

*  unpardonable    fault?      Or  have   the  French  since    his 
time  forgotten  yet  more  the  essential  of  tragedy,  that 

r  they  lay  so  much  stress  on  matters  that  in  the  main 
I  have  no  value  ?  Until  this  question  is  decided  we  may  at 
i  least  consider  Comeille  as  trustworthy  as  Lindelle,  and 
what,  according  to  him,  is  no  decided  fault  in  MafiFei  may 
be  placed  against  the  less  questionable  one  of  Voltaire 
that  he  often  leaves  the  stage  much  fuller  than  need  be. 
When,  for  instance,  in  the  first  act,  Polyphontes  comes  to 
the  queen,  and  the  queen  goes  out  with  the  third  scene, 
with  what  right  can  Polyphontes  linger  in  the  rooms  of  the 
queen  ?  Is  this  room  the  place  in  which  he  should  speak 
freely  with  his  confidantes?  The  need  of  the  poet  is 
betrayed  yet  more  in  the  fourth  scene,  in  which  we  learn, 
it  is  true,  matters  which  we  must  learn,  but  which  we  learn 
in  a  place  where  we  should  never  have  expected  so  to  do. 
IV.  MafiFei  often  does  not  justify  the  exits  and  entrances 
of  his  personages:  Voltaire  often  justifies  them  falsely, 
which  is  far  worse.  It  is  not  enough  that  a  person  says  why 
he  comes  on,  we  ought  also  to  perceive  by  the  connexion 
that  he  must  therefore  come.  It  is  not  enough  that  he 
says  why  he  goes  ofiF,  we  ought  to  see  subsequently 
that  he  really  went  on  that  account.  Else  that  which 
the  poet  places  in  his  mouth  is  mere  excuse  and  no  cause. 
When  for  example,  Eurykles  goes  oflF  in  the  third  scene  of 
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1 


"  Courons  tous  vers  le  temple  ou  m'attend  mon  outrage ;" 


the  second  act  in  order,  as  lie  says,  to  assemble  the  Mends  of 
the  queen,  we  ought  to  hear  afterwards  about  these  friends 
and  their  assemblage.  As  however  we  hear  nothing  of 
the  kind,  his  assertion  is  a  schoolboy  '*  Feto  veniam  ex- 
eundi,''  the  first  falsehood  that  occurs  to  the  boy.  He  does 
not  go  off  in  order  to  do  what  he  says,  but  in  order  to  return 
a  few  lines  further  on  as  the  bearer  of  news  which  the 
poet  did  not  know  how  to  impart  by  means  of  any  other  ^ 
person.  Voltaire  treats  the  end  of  whole  acts  yet  more 
clumsily.  At  the  close  of  the  third  act  Folyphontes  says 
to  Merope  that  the  altar  awaits  her,  that  all  is  ready  for 
the  solemnization  of  their  marriage  and  he  exits  with  a 
Venez  Madame,  But  Madame  does  not  come,  but  goes  of 
into  another  coulisse  with  an  exclamation,  whereupon  Poly 
phontes  opens  the  fourth  act,  and  instead  of  expressing 
his  annoyance  that  the  queen  has  not  followed  mm  into 
the  temple  (for  he  had  been  in  error,  there  was  still  time 
for  the  wedding)  he  talks  with  his  Erox  about  matten 
he  should  not  ventilate  here,  that  are  more  fitting  con- 
versation for  his  own  house,  his  own  rooms.  Then  the 
fourth  act  closes,  closes  exactly  like  the  third.  Foly- 
phontes again  summons  the  queen  into  the  temple,  Merope 
herself  exclaims : — 


I 


and  says  to  the  chief  priests  who  come  to  conduct  her 
thither : —  ( 

"  Vous  venez  a  I'autel  entrainer  la  victime."  | 

Consequently  we  must  expect  to  see  them  inside  the 
temple  at  the   beginning  of  the  fifth  act,  or  are  they    * 
already  back  again?    Neither;   good  things  will  take     < 
time,  Folyphontes  has  forgotten  something  and   comes 
back  again  and  sends  the  queen  back  again.     Excellent! 
Between  the  third  and  fourth,  and  between  the  fourth 
and  fifth  acts  nothing  occurs  that  should,  and  indeed 
nothing  occurs  at  all,  and  the  third  and  fourth  acts  only    I 
close  in  order  that  the  fourth  and  fifth  may  begin.  ' 
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It  is  one  thing  to  circumvent  the  rules,  another  io 
ohserve  them.  The  French  do  the  former,  the  latter  was 
only  understood  by  the  ancients. 

Unity  of  action  was  the  first  dramatic  law  of  the 
ancients ;  unity  of  time  and  place  were  mere  consequences 
of  the  former  which  they  would  scarcely  have  observed 
more  strictly  than  exigency  required  had  not  the  com- 
bination with  the  chorus  arisen.  For  since  their  actions 
required  the  presence  of  a  large  body  of  people  and  this 
concourse  always  remained  the  same,  who  could  go  no 
further  from  their  dwellings  nor  remain  absent  longer 
than  it  is  customary  to  do  from  mere  curiosity,  they  were 
almost  obliged  to  make  the  scene  of  action  one  and  the 
same  spot  and  confine  the  time  to  one  and  the  same  day. 
They  submitted  bond  fide  to  this  restriction ;  but  with  a 
suppleness  of  understanding  such  that  in  seven  cases  out 
of  nine  they  gained  more  than  they  lost  thereby.  For  they 
used  this  restriction  as  a  reason  for  simplifying  the  action 
and  to  cut  away  all  that  was  superfluous,  and  thus, 
reduced  to  essentials,  it  became  only  the  ideal  of  an  action 
which  was  developed  most  felicitously  in  this  form  which 
required  the  least  addition  from  circumstances  of  time 
and  place. 

The  French  on  the  contrary,  who  found  no  charms  in 
true  unity  of  action,  who  had  been  spoilt  by  the  wild 
intrigues  of  the  Spanish  school,  before  they  had  learnt  to- 
know  Greek  simplicity,  regarded  the  unity  of  time  and 
place  not  as  consequences  of  unity  of  action,  but  as  cir- 
cumstances absolutely  needful  to  the  representation  of  an 
action,  to  which  they  must  therefore  adapt  their  richer 
and  more  complicated  actions  with  all  the  severity 
required  in  the  use  of  a  chorus,  which  however  they 
had  totally  abolished.  When  they  found  however,  how 
difficult,  nay  at  times  how  impossible  this  was,  they  made 
a  truce  with  the  tyrannical  rules  against  which  they 
had  not  the  courage  to  rebel.  Instead  of  a  single  place, 
they  introduced  an  uncertain  place,  under  which  wo 
could  imagine  now  this,  now  that  spot;  enough  if  the 
places  combined  were  not  too  far  apart  and  none  required 

VOL.  III.  1  ^ 
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special  scenery,  so  that  the  same  scenery  could  fit  the  one 
about  as  well  as  the  other.  Instead  of  the  unity  of  a  day 
they  substituted  unity  of  duration,  and  a  certain  period 
during  which  no  one  spoke  of  sunrise  or  sunset,  or  went 
to  bed,  or  at  least  did  not  go  to  bed  more  than  once,  how- 
ever much  might  occur  in  this  space,  they  allowed  to  pass 
as  a  day. 

Now  no  one  would  have  objected  to  this,  for  unques- 
tionably even  thus  excellent  plays  can  be  made,  and  the 
proverb  says ;  cut  the  wood  where  it  is  thinnest.  But  I 
must  also  allow  my  neighbour  the  same  privilege.  I  must 
not  always  show  him  the  thickest  part,  and  cry,  "  There 
you  must  cut !  That  is  where  I  cut  !'*  Thus  the  French 
critics  all  exclaim,  especially  when  they  Bpeak  of  the 
dramatic  works  of  the  English.  AVhat  an  ado  thej  then 
make  of  regularity,  that  regularity  which  they  have  made 
so  easy  to  themselves !  But  I  am  weary  of  dwelling  on 
this  point ! 

As  far  as  I  am  concerned  Voltaire's  and  Maffei's  *  Merope ' 
may  extend  over  eight  days  and  the  scene  may  be  laid  in 
seven  places  in  Greece !  if  only  they  had  the  beauties  to 
make  me  forget  these  pedantries ! 

The  strictest  observation  of  the  rules  cannot  outweigh 
the  smallest  fault  in  a  character.  How  tamely  Poly- 
phontes  talks  and  acts  in  Maflfei's  play  has  not  escaped 
Lindelle.  Ho  is  right  to  mock  at  the  needless  maxims  i 
that  Maffei  places  in  the  tyrant's  mouth.  To  remove  the  j 
best  and  noblest  in  the  state;  to  sink  the  people  in  j 
sensuality  that  should  sap  its  strength  and  make  it  effemi- 
nate ;  to  leave  unpunished  the  greatest  crimes  under  the 
guise  of  pity  and  mercy,  etc. ;  if  there  be  tyrants  who  j 
reign  in  this  silly  mode,  will  they  boast  of  their  method?  ^ 
Thus  tyrants  are  depicted  in  a  schoolboy's  essay,  but  they  i 
never  speak  thus  themselves.^     It  is  true  that  Voltaire 

»  Atto  III.  sc.  2  :—  j 

•*.  .  .  Quando  • 

Saran  da  poi  sopiti  alquantu,  e  queti 
Gil  animi,  1*  arte  del  regnar  mi  giovi. 
Per  mute  oblique  vie  n*  andranno  a  Stige. 
L'  alme  piU  audaci,  o  geuerose.    A  i  vizi 
Per  cui  vigor  si  abbatte,  ardir  si  toglie 
n  freno  alTargher5.    Luuga  clemcuza 
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does  not  sufifer  Ms  Polyphontes  to  declaim  in  so  oMUy  and 
insane  a  manner,  but  occasionally  he  lets  him  say  things 
that  certainly  no  man  of  his  kind  would  speak.  For 
example : — 

"  Des  Dieux  quelquefois  la  longne  patience 
Fait  sur  nous  k  pas  lents  descendre  la  vengeance  " — 

A  Polyphontes  ought  to  make  this  reflexion,  but  he  never 
does.  Still  less  would  ho  make  it  at  a  moment  when  he 
encourages  himself  to  new  crimes. 

"  Eh  bien,  encore  ce  crime !"        •        •        . 

How  absurdly  he  acts  towards  Merope  I  have  already 
indicated.  His  behaviour  towards  iBgisthus  is  still  less 
like  a  cunning  and  resolute  man  such  as  the  poet  depicted 
him  at  first,  ^gisthua  ought  not  to  have  appeared  at 
the  sacrifice.  TV^at  was  he  to  do  there  ?  To  swear 
obedience  ?  Before  the  people  ?  Amid  the  cries  of  his 
despairing  mother?  Must  not  that  inevitably  occur 
which  Polyphontes  feared  before  ?^  He  has  every  thing  to 
fear    for  his   person    from    iEgisthus ;    ^gisthus  only 


Con  pompa  di  pietk  far6,  che'splenda 
Su  1  delinqnenti ;  a  i  gran  delitti  invito, 
Onde  restino  i  bnoni  esposti,  e  paghi 
Benda  gV  iniqni  la  licenza ;  ed  onde 
Poi  fra  86  distruggendosi,  in  crudeli 
Gare  private  il  lor  furor  si  stempri. 
Udrai  sovente  risonar  gli  editti, 
E  raddopiar  le  leggi,  ohe  al  sovrano 
Giovan  servate,  e  transgredite.    Udrai 
Corror  minacoia  ognor  di  guerra  esterna 
Ond'  io  n*  andr6  su  1*  atterrita  plebe 
Sempre  crescendo  i  pesi,  e  peregrine 
Milizie  introdnrrb.  .  .  ." 

•  Acte  I.  so.  4 : — 

*^  Si  ce  fils,  tant  pleur^,  dans  Messene  est  produit, 
De  quinze  ans  de  travanx  j'ai  perdu  tout  le  fruit. 
Crois-moi,  ces  pr^jug€s  de  sang  et  de  naissance 
Kevivront  dans  les  coeurs,  y  prendront  sa  defense. 
Le  souvenir  du  p^re,  et  cent  rois  pour  ayeux, 
Cet  honneur  pr^tendu  d'etre  issu  de  nos  Dieux; 
Les  cris,  le  desespoir  d'une  mifere  ^ploree, 
D^truiront  ma  puissance  enoor  mal  assur^.*' 
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demands  bis  sword  back  in  order  to  decide  the  Tvhok 
quarrel  between  them,  and  this  madly  bold  ^gisthus  he 
suffers  to  come  near  him  at  the  altar  where  the  first 
implement  he  seizes  upon,  may  be  a  sword.  Maffei's 
Polyphontes  is  free  from  this  absurdity,  for  he  does  not 
know  iEgisthus  and  deems  him  his  friend.  What  then 
was  to  hinder  -^gisthus  from  approaching  him  at  the 
altar?  No  one  observed  his  movements,  the  blow  was 
struck,  the  second  ready  before  it  occurred  to  any  one  to 
avenge  the  first. 

"Merope,"  says  Lindelle  "  when  Maffei  lets  her  know  that 
her  son  is  murdered,  desires  to  tear  the  heart  of  the  mur- 
derer from  his  body  and  to  rend  it  with  her  teeth.^  That 
is  expressing  oneself  like  a  cannibal  and  not  like  a  sorrow- 
ing mother;  hienaeance  must  everywhere  be  observed.*' 
Quite  true ;  but  though  the  French  Merope  is  too  refined  to 
desire  to  eat  such  a  raw  heart  without  salt  or  dripping,  yet 
it  seems  to  me  that  she  is  at  bottom  as  much  of  a  cannibal 
as  the  Italian. 

No.  47. 

And  how  so?  If  it  is  unquestionable  tnat  we  must 
judge  men  more  by  their  deeds  than  by  their  words ;  if  a 
hasty  word  spoken  in  the  heat  of  passion  proves  little  for 
their  moral  character,  but  a  deliberate  cool  action  proves 
all,  then  I  am  right.  Merope  who  abandons  herself  to 
anxious  sorrow  while  uncertainty  reigns  regarding  her 
son's  fate,  and  who  extends  her  pity  to  all  imfortunates  in 
the  remembering  how  unhappy  her  absent  son  may  be,  is 
the  beau  ideal  of  a  mother.  Merope  who  at  the  moment 
that  she  hears  of  the  loss  of  the  object  of  all  this  tender- 
ness, sinks  down  staggered  and  then  rouses  herself  and 
raves  and  threatens  and  intends  to  execute  the  most  bloody, 
most  terrible  vengeance  on  him  who  is  in  her  power ;  thin 

»  AttoILflo.  6:— 

^  Quel  soelerato  in  mio  poter  forrei 
Per  trarae  prima,  s*  ebbe  parte  in  questo 
Assassinio  11  tiranno ;  lo  yoglio  pol 
Con  una  scure  spalancargll  11  petto, 
Voglio  Btrappargli  11  cor,  voglio  co*  denl'. 
Lacerarlo,  o  sbranarlo.  .  .  ." 
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vi  Merope  remains  the  same  ideal,  only  in  the  condition  of 
B   violent  action  in  which  she  gains  in  strength  and  expres- 
i  sion  what  she  has  lost  in  beanty  and  tenderness.     But 
i  Merope  who  takes  time  for  her  revenge,  prepares  for  it, 
:   arranges  solemnities  for  it,  desires  herself  to  be  execntioner, 
k  not  to  kill  but  to  torture,  not  to  punish  but  to  gloat  over 
s    the  punishment,  is  this  one  a  mother?    Even  so,  but  a 
F   mother  as  we  imagine  her  among  cannibals,  a  mother  such 
''■   as  every  she-bear  is.     This  action  of  Merope  may  please 
whom  it  lists,  only  let  him  not  tell  me  that  it  pleases  him,  if 
«    I  am  not  to  despise  as  well  as  loathe  him.     Perhaps  M.  de 
"    Voltaire  would  put  this  dovm  also  to  a  fault  in  the  sub- 
a    ject;  perhaps  he  would  say  Merope  must  kill  iEgisthus 
^    with  her  ovm  hand  or  the  whole  coup  de  thSdtre  so  praised 
:    by  Aristotle,  which  the  sensitive  Athenians  so  delighted 
:    in,  would  fall  away.     But  M.  de  Voltaire  would  be  wrong 
I    again,  and  again  have  confounded  the  arbitrary  deviation 
i    of  Maffci  with  the  subject  itself.     It  is  true  the  subject 
demands  that  Merope  should  kill  iBgisthus  with  her  own 
hand,  but  it  does  not  demand  that  she  should  do   so 
i    upon  reflexion.     And  without  reflexion   she  must  have 
f    done  it  in  Euripides  if  we  are  to  regard  Hyginus's  fable  as 
the  abstract  of  his  play.     The  old  man  comes  weeping  to 
the  queen  and  says  that  her  son  has  disappeared ;  she  has 
just  heard  that  a  stranger  has  arrived  who  boasts  that  he 
has  murdered  him  and  that  this  stranger  is  sleeping 
quietly  under  her  roof;  she  seizes  the  first  thing  that 
falls  to  hand,  tears  angrily  into  the  room  of  the  sleeper, 
the  old  man  follows  her  and  the  recognition  occurs  at  the 
moment  in  which  the  crime  was  to  be  perpetrated.     That 
was  very  simple  and  natural,  very  touching  and  human. 
The  Athenians    trembled  for  iEgisthus  without  being 
obliged  to  loathe  Merope.     They  trembled  for  Merope 
herself  whose  noble  precipitancy  made  her  run  the  risk  of 
being  her  son's  murderer.     Now  Maffei  and  Voltaire  only 
make  me  tremble  for  -ffigisthus,  for  I  am  so  out  of  patience 
with  their  Merope  that  I  should  almost  like  to  see  her  exe- 
cute her  deed.  Would  that  she  might  have  this  satisfaction  I 
If  she  can  take  time  to  execute  her  revenge  she  ought  also 
to  have  found  time  for  investigation.     Why  is  she  such 
a  bloodthirsty  animal  ?    He  has  murdered  her  son ;  very 
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good,  she  may  do  with  the  murderer  what  she  will  in  ' 
first  heat  of  passion ;  I  forgive  her,  for  she  is  a  mortal  s 
a  mother.  I  will  willingly  weep  and  despair  with  hei 
she  should  find  how  much  cause  she  has  to  regret  t 
first  rash  heat.  But  madam,  a  young  man  who  shor 
before  interested  you  so  much,  in  whom  you  reck>gni8ed 
many  signs  of  candour  and  innocence,  need  yon  slangh 
him  with  your  own  hand  on  the  tomb  of  his  father  as  1 
murderer  of  your  son,  need  you  call  priests  and  guards 
your  aid  because  you  find  him  in  posession  of  an  < 
suit  of  armour  that  only  your  son  should  wear  ?  Oh !  f 
madam.  1  am  greatly  mistaken  if  you  would  not  hf 
been  hissed  in  Athens. 

That  the  maladroitness  with  which  after  fifteen  yei 
Folyphontes  demands  the  aged  Merope  as  his  wife  is 
little  a  fault  of  the  subject,  I  have  mentioned  befa 
For  according  to  Hyginus's  fable  Polyphontes  marri 
Merope  immediately  after  the  murder  of  Kresphontes  a 
it  is  quite  conceivable  that  Euripides  should  have  assum 
this  circumstance.  And  why  not?  The  very  reaso 
with  which  Voltaire's  Eurykles  urges  Merope  after  fifte 
years  to  bestow  her  hand  upon  the  tyrant  would  ha 
been  as  valid  fifteen  years   earlier.^      It  was   quite 

*  Acte  II.  8C.  1 : — 

•*  Mer.  Non,  mon  fils  ne  le  souffrirait  pas. 
L'exil  oil  soQ  enfance  a  langui  condamnee 
Lui  serait  moins  affreux  que  ce  l&che  hym^nee. 

EuB.  II  le  condamuerait,  si,  paisible  en  son  rang^ 
II  n'en  croyait  ici  que  les  droits  de  son  sang; 
^ais,  si  par  les  malheurs  son  &nie  ^tait  instruite^ 
Sur  ses  vrais  interets  s'il  reglait  sa  conduite, 
De  ses  tristes  amis  s'il  consultait  la  voiz, 
Et  la  necessite  souveraine  des  loix, 
II  verrait  que  jamais  sa  malheureuse  mbre 
Ne  lui  donna  d'amour  une  marque  plus  ch^re. 

Mer.  Ah  que  me  dites-vous  ? 

Eur.  De  dures  v^rit^ 

Qui  m'arrachent  mon  z^le  et  vos  calamit^s. 

Mer.  Quoi  I  Vous  me  demandez  que  Pint^r§t  surmonio 
Cette  invincible  horreur  que  j'ai  pour  Polifonte  I 
Vous  qui  me  I'avez  peint  de  si  noires  couleurs  I 

Eur.    Je  I'ai  peint  dangereux,  je  connais  ses  fureun^ 
Muis  il  e.st  tout-puissant ;  mais  rien  ne  lui  rcsiste; 
II  est  saus  he'ritier,  et  vous  aimez  £giste." 
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character  with  the  ancient  Greek  women  that  they 
conquered  their  abhorrence  against  the  murderers  of 
their  husbands  and  accept  them  in  their  place  if  they 
thought  that  the  children  of  their  first  marriage  would 
gain  advantage  thereby ;  I  remember  to  have  read  some- 
thing similar  in  the  Greek  novel  of  Chariton  published 
by  D'Orville  in  which  a  mother  very  touchingly  takes  her 
unborn  child  to  judge  between  them.  I  think  the  passage 
deserves  to  be  quoted  but  I  have  not  the  book  at  hand. 
Enough  that  that  which  Voltaire  puts  into  the  mouth  of 
Eurykles  would  have  been  sufficient  to  justify  Merope's 
conduct  if  he  had  introduced  her  as  the  wife  of  Poly- 
phontes.  The  cold  scenes  of  political  love-making  would 
thereby  have  fallen  away  and  I  see  more  than  one  method 
by  which  this  might  have  heightened  the  interest  and 
made  the  situations  yet  more  involved. 

But  Voltaire  insisted  on  remaining  on  the  road  that 
Maffei  had  levelled  for  him ;  and  because  it  never  occurred 
to  him  that  there  could  be  a  better  and  that  this  better 
was  the  one  that  had  already  been  traversed  in  ancient 
times,  he  satisfied  himself  with  removing  a  few  sand- 
stones out  of  the  path  over  which  he  thought  his  prede- 
cessor had  nearly  capsized.  Would  he  otherwise  have 
retained  the  circumstance  that  iEgisthus,  ignorant  of  his 
own  identity,  should  accidentally  have  come  to  Messene, 
and  there  have  aroused  the  suspicion  that  he  was  his 
own  murderer  owing  to  petty  dubious  indications?  In 
Euripides,  iEgisthus  knew  himself  perfectly,  came  to 
Messene  for  the  express  purpose  of  revenging  himself, 
and  gave  himself  out  to  be  the  murderer  of  -ffigisthus. 
He  did  not  discover  himself  to  his  mother,  be  it  from 
suspicion,  from  caution,  or  from  whatever  cause,  it  is 
certain  that  the  poet  did  not  let  him  lack  for  reasons.  I 
have  above  lent  some  of  my  own  reasons  to  Mafiei  to  account 
for  the  changes  he  has  made  with  Euripides'  plot,  but  I 
am  far  removed  from  regarding  the  reasons  as  sufficient, 
the  changes  felicitous ;  I  rather  assert  that  every  step  that 
he  ventured  aside  from  the  footprints  of  the  Greeks 
became  a  false  step ;  that  -^gisthus  does  not  know  himself, 
that  he  chances  to  come  to  Messene  and  "  per  combinaziono 
d'aocidenti"  (as  Mafiei  expresses  it)  is  regarded  as  the 
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murderer  of  -^gisthus,  not  only  gives  to  the  whole  gtory 
a  very  confused,  dubious  and  romance-like  aspect  but 
greatly  weakens  the  interest.  With  Euripides  the  spec- 
tators knew  from  ^gisthus  himself  that  it  was  ^gistbus. 
and  the  more  certainly  they  knew  that  Merope  was  coming 
to  murder  her  own  son,  the  greater  necessarily  must  be 
the  horror  that  possessed  them  on  this  account,  the  morft 
torturing  the  pity  which  befell  them  lest  Merope  should 
not  be  hindered  in  time  from  the  execution  of  her  deed. 
Now  Maffei  and  Voltaire,  on  the  contrary,  only  let  hb 
suspect  that  the  assumed  murderer  of  the  son  may  be  the 
son  himself  and  our  greatest  terror  is  therefore  reserved 
for  the  sole  moment  in  which  it  ceases  to  be  terror.  And 
the  worst  is  this,  that  the  reasons  which  lead  us  to 
suppose  that  the  young  stranger  is  the  son  of  Merope  are 
the  very  reasons  from  which  Merope  should  suppose  this, 
and  we  do  not  know  him,  especially  in  Voltaire,  more 
closely  and  certainly  than  she  ought  to  know  him  herself. 
We  either  trust  as  much  to  these  reasons  as  Merope  trusts 
to  them  or  we  trust  more.  If  we  trust  as  much,  we 
must  with  her  deem  the  youth  a  deceiver,  and  the  fete 
that  she  intends  for  him  touches  us  very  little.  If  we 
trust  more,  we  must  censure  Merope  that  she  is  not  more 
observant  and  lets  herself  be  carried  away  by  sucli 
shallow  reasons.     Neither  case  is  desirable. 

No.  48. 

It  is  true  our  surprise  is  greater  if  we  do  not  know 
with  certainty  that  -SCgisthus  is  -ffigisthus  before  Merope 
knows  it.  But  what  a  poor  amusement  is  this  surprise! 
And  why  need  the  poet  surprise  us  ?  He  may  surprise 
his  personages  as  much  as  he  likes.  We  shall  still  derive 
our  advantage  therefrom,  even  if  wo  have  long  foreseen 
what  befalls  them  so  unexpectedly.  Nay  our  sympathy 
will  be  the  more  vivid  and  the  stronger,  the  longer  and 
more  certainly  we  have  foreseen  it. 

On  this  point  I  will  allow  the  best  French  art  critic  to 
speak  for  me.     "  In  involved  plays,"  says  Diderot,'  "  the 

*  ^n  Itia  dramatlo  pieties  after  tlio  *  Vhre  de  famillo.' 
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interest  is  owing  more  to  the  plot  than  to  the  words, 
while  in  simple  plays,  the  effect  rests  on  the  words  rather 
than  on  the  plot.  But  to  what  is  this  interest  to  refer  ? 
To  the  personages?  to  the  spectators?  the  spectatois 
are  only  witnesses,  of  whom  we  know  nothing,  conse- 
quently it  is  the  personages  whom  we  must  consider. 
Unquestionably.  Let  these  knot  the  complication  with- 
out knowing  it,  let  it  be  impenetrable  for  them,  bring 
them  without  their  knowledge  nearer  and  nearer  to  the 
dSnouement.  If  the  personages  feel  emotion  we  spectators 
shall  yield  to  the  same  feelings,  shall  feel  them  also.  I 
am  far  removed  from  believing  with  the  majority  of  those 
who  have  written  on  the  dramatic  art  that  the  aSnouement 
should  be  hid  from  the  spectator.  I  rather  think  it 
would  not  exceed  my  powers  to  rouse  the  very  strongest 
interest  in  the  spectators  even  if  I  resolved  to  make  a 
work  where  the  denouement  was  revealed  in  the  first  scene. 
Everything  must  be  clear  for  the  spectator,  he  is  the 
confidant  of  each  person,  he  knows  everything  that 
occurs,  everything  that  has  occurred  and  there  are 
hundreds  of  instances  when  we  cannot  d6  better  than  to 
tell  him  straight  out  what  is  going  to  occur. 

'*  O  ye  manufacturers  of  general  rules,  how  little  do  ye 
understand  art,  how  little  do  je  possess  of  the  genius 
that  brought  forth  the  masterpieces  upon  which  ye  build 

and   which  it  may  overstep  as  often   as  it  lists! 

My  thoughts  may  appear  as  paradoxical  as  they  like,  yet 
so  much  I  know  for  certain,  that  for  one  instance  where  it 
is  useful  to  conceal  from  the  spectator  an  important  event 
until  it  has  taken  place  there  are  ten  and  more  where 
interest  demands  the  very  contrary.  By  means  of  secrecy 
a  poet  effects  a  short  surprise,  but  in  what  enduring 
disquietude  could  he  have  maintained  us  if  he  had  made 
no  secret  about  it !  Whoever  is  struck  down  in  a  moment, 
I  can  only  pity  for  a  moment.  But  how  if  I  expect  the 
blow,  how  if  I  see  the  storm  brewing  and  threatening  for 
some  time  about  my  head  or  his  ?  For  my  part  none  of 
the  personages  need  know  each  other  if  only  the  spec- 
tator knows  them  all.  Nay  I  would  even  maintain  that 
the  subject  which  requires  such  secrecy  is  a  thankless 
subject,  that  the  plot  in  which  we  must  have  recourse 
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to  it  is  not  as  good  as  that  in  which  we  could  have  c 
without  it.  It  will  never  give  occasion  for  anytl 
great.  We  shall  be  obliged  to  occupy  ourselves  ^ 
preparations  that  are  either  too  dark  or  too  clear, 
whole  poem  becomes  a  collection  of  little  artistic  tr 
by  means  of  which  we  effect  nothing  more  than  a  si 
surprise.  If  on  the  contrary  everything  that  conc< 
the  personages  is  known,  I  see  in  this  knowledge 
source  of  the  most  violent  emotions.  Why  have  cer 
monologues  such  a  great  effect  ?  Because  they  acquj 
me  with  the  secret  intentions  of  the  speaker  and 
confidence  at  once  fills  me  with  hope  or  fear.  If 
condition  of  the  personages  is  unknown,  the  specti 
cannot  interest  himself  more  vividly  in  the  action  t 
the  personages.  But  the  interest  would  be  doubled 
the  spectator  if  light  is  thrown  on  the  matter,  and 
feels  that  action  and  speech  would  be  quite  otherwis 
the  personages  knew  one  another. 

"  Only  then  I  shall  scarcely  be  able  to  await  what  i 
become  of  them  when  I  am  able  to  compare  that  wl 
they  really  are  with  that  which  they  do  or  would  do." 

On  applying  this  to  -^gisthus  it  is  evident  to  whicj 
the  two  plots  Diderot  would  incline:  to  the  old  one 
Euripides  where  the  spectators  know  JEgisthus  from 
beginning  as  well  as  he  knows  himself,  or  to  the  new 
of  Maffei  so  blindly  accepted  by  Voltaire  where  Mgisi 
is  a  riddle  to  himself  and  the  spectators ;  and  the  wl 
play  is  thus  made  into  a  collection  of  little  artistic  tri 
that  effect  nothing  but  a  short  surprise. 

Diderot  is  not  wrong  in  pronouncing  his  thoughts 
the  superfluity  and  poverty  of  all  uncertain  expectati 
and  sudden  surprises  to  be  as  new  as  they  are  va 
They  are  new  in  regard  to  their  abstraction,  but  very 
in  regard  to  the  patterns  from  which  they  are  abstrad 
They  are  new  in  consideration  that  his  predecessors  h 
always  insisted  on  the  contrary,  but  neither  Horace 
Aristotle  belong  to  these  predecessors,  they  never  utte 
anything  that  could  connnn  their  expounders  and  i 
cessors  in  their  predilection  for  this  contrary  method 
good  effects  of  which  they  could  not  have  perceiveil  fi 
the  greater  number  or  from  the  best  plays  of  the  ancie: 
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Among  these  Euripides  was  so  certain  of  himself  that  he 
almost  always  showed  his  spectators  the  goal  whither  he 
would  lead  them.  Nay,  his  prologues,  which  so  grievously 
offend  modem  critics,  I  should  be  greatly  disposed  to  essay 
a  defence  of,  from  this  point  of  view.  "  Not  enough,"  says 
Hedelin,  **  that  he  generally  lets  one  of  his  chief  characters 
narrate  to  the  spectators  what  has  preceded  the  action  of  his 
play  in  order  to  give  them  comprehension  for  what  follows ; 
he  often  employs  a  god  for  this  purpose,  of  whom  he  may 
assume  that  he  knows  everything  and  through  whom  he 
acquaints  us  not  only  with  what  has  occurred  but  with  what 
will  occur.  We  are  thus  initiated  at  the  beginning  into 
the  plot  and  the  whole  catastrophe,  and  foresee  every 
event.  This  is  a  very  serious  fault,  totally  opposed  to 
that  uncertainty  and  expectancy  that  should  always  reign 
on  the  stage ;  it  destroys  all  the  pleasure  of  a  play,  that 
should  rest  simply  and  solely  on  novelty  and  surprise."* 
No,  the  most  tragic  of  all  tragic  poets  did  not  think  so 
meanly  of  his  art,  he  knew  it  was  capable  of  yet  greater 
perfection  and  that  the  gratification  of  a  childish  curiosity 
was  the  least  of  the  pretensions  it  set  up.  He  therefore 
deliberately  let  his  spectators  know  as  much  of  the  coming 
action  as  any  god  might  know,  and  promised  to  awaken 
their  emotions,  not  so  much  by  that  which  should  occur, 
as  by  the  mode  in  which  it  should  occur.  Consequently 
the  art  critics  ought  to  find  no  stumbling-block  here 
except  this,  that  he  did  not  seek  to  convey  to  us  the 
necessary  knowledge  of  the  past  and  the  future  by  a 
more  subtle  mode,  but  that  he  had  to  employ  for  this  a 
Higher  Being  who  probably  had  nothing  to  do  with  the 
action,  and  that  this  Higher  Being  manifestly  addressed  the 
spectators,  by  which  means  the  dramatic  genus  was  con- 
founded with  the  narrative.  But  if  they  resfricted  their 
blame  to  this,  what  then  is  their  blame  ?  Is  the  useful  and 
necessary  never  welcome  to  us  except  when  it  is  secretly 
forced  upon  us  ?  Are  there  not  matters,  especially  in  the 
future,  which  no  one  but  a  god  can  know,  and  if  the 
interest  rests  on  such  matters,  is  it  not  better  we  should 
know  them  beforehand  through  the  intervention  of  a  god 

'  Pratique  du  th^tre,  li?.  3,  chap.  L 
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than  not  at  all?  And  finally  what  do  we  mean  by  tin 
mixtures  of  genres  ?  In  our  primers  it  is  right  we  should 
separate  them  from  one  another  as  carefully  as  possible, 
but  if  a  genius,  for  higher  purposes  amalgamates  seveial 
of  them  in  one  and  the  same  work,  let  us  forget  our  primer 
and  only  examine  whether  he  has  attained  these  tiigher 
purposes.  What  do  I  care  whether  a  play  of  Euripides 
is  neither  wholly  a  narrative  nor  wholly  a  drama,  call  it  a 
hybrid,  enough  that  this  hybrid  pleases  me  more,  edifies  me 
more,  than  the  most  rule-correct  creations  of  your  correct 
Eacines  or  whatever  else  they  may  be  called.  Because 
the  mule  is  neither  a  horse  nor  an  ass,  is  it  therefore  the 
less  one  of  the  most  useful  beasts  of  burden  ? 

No.  49. 

In  a  word,  where  the  detractors  of  Euripides  see 
nothing  but  a  poet  who  from  indolence  or  incapacity,  or 
both  causes,  endeavours  to  make  his  work  as  easy  to  himself 
as  possible ;  where  they  think  that  they  discover  dramatic 
art  in  its  cradle,  I  think  I  see  it  in  its  perfection,  and 
admire  in  Euripides  the  master  who  is  in  reality  as  cor- 
rect as  they  demand,  and  only  seems  to  be  less  correct 
because  he  wished  to  impart  to  his  plays  one  beauty  more 
for  which  they  have  no  comprehension. 

For  it  is  clear  that  all  the  plays  whose  prologues  annoy 
them  so  much  would  be  completely  and  entirely  compre- 
hensible without  these  prologues.  Erase  for  instance  from 
*  Ion  *  the  prologue  of  Mercury,  from  *  Hecuba '  the  pro- 
logue of  Polydorus,  let  the  one  begin  with  the  morning 
devotions  of  Ion,  the  other  with  the  complaints  of  Hecuba, 
is  either  of  them  therefore  in  the  least  mutilated  ?  How 
could  you  miss  that  which  you  have  erased  if  it  was  not 
there  at  all  ?  Does  not  eveiything  maintain  the  same  se- 
quence, the  same  connexion  ?  You  must  even  confess  that 
the  plays  would  be  more  beautiful  according  to  your  mode 
of  thought  if  we  did  not  know  from  the  prologues  that  Ion, 
whom  Creusa  intends  to  poison,  is  the  son  of  this  Creusa, 
that  this  Creusa  whom  Ion  wishes  to  tear  from  the  altiur  to 
a  shameful  death  is  the  mother  of  this  Ion :  if  we  did  not 
know  that  on  the  very  day  on  which   Hecuba   must 
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abandon  her  daughter  for  sacrifice  the  unhappy  old 
woman  is  also  to  hear  of  the  death  of  her  last  surviving 
son.  For  all  these  would  bring  about  excellent  surprises, 
and  these  surprises  would  be  sufficiently  prepared  without 
your  being  able  to  say  they  suddenly  broke  out  like 
lightning  from  a  white  cloud;  they  do  not  follow, 
they  arise,  it  is  not  intended  to  disclose  something  to  you 
but  to  impose  something  upon  you,  and  yet  you  still  quarrel 
with  the  poet  ?  You  still  reproach  him  with  want  of  art. 
Forgive  him  a  fault  that  a  single  stroke  of  the  pen  can 
make  good ;  a  gardener  quietly  lops  off  the  superfluous 
branch,  without  scolding  at  the  healthy  tree  that  has 
brought  it  forth.  Now  if  you  would  assume  for  a  moment 
— it  is  true  I  am  going  to  ask  you  to  assume  a  great  deal 
— that  Euripides  had  as  much  insight,  could  have  as  much 
taste  as  you,  and  you  wonder  the  more  how  with  so  much 
insight,  so  refined  taste,  he  yet  could  commit  so  grave  a 
fault,  come  over  to  me  and  regard  what  you  call  his  faults 
from  my  point  of  view.  Euripides  knew  as  well  as  we 
that  his  *  Ion '  for  instance  could  stand  without  the  pro- 
logue, that  without  this  it  was  a  play  which  sustained 
the  interest  and  uncertainty  of  the  spectator  to  the  close, 
but  he  did  not  care  for  this  uncertainty  and  expectation. 
For  if  the  spectator  only  learned  in  the  fifth  act  that  Ion 
was  the  son  of  Creusa,  then  it  is  not  for  them  her  son, 
but  a  stranger,  an  enemy,  whom  she  seeks  to  make  away 
with  in  the  third  act ;  then  it  is  not  for  them  the  mother 
of  Ion  on  whom  Ion  seeks  to  avenge  himself  in  the  fourth 
act,  but  only  a  murderess.  Whence  then  should  fear  and 
pity  arise  ?  The  mere  presumption  that  could  be  deduced 
from  coincident  circumstances  that  Ion  and  Creusa  might 
have  some  connexion  would  uot  be  sufficient  for  this, 
this  assumption  must  become  a  certainty,  and  if  the 
spectator  could  only  receive  this  certainty  from  outside, 
if  it  was  not  possible  for  one  of  the  acting  personages  to 
initiate  him,  was  it  not  better  that  the  poet  should 
initiate  him  in  the  only  possible  way  rather  than  not  at 
all  ?  Say  of  this  method  what  you  will,  enough  if  it  has 
helped  him  to  attain  his  goal,  his  tragedy  is  throughout 
what  a  tragedy  should  be,  and  if  you  are  still  dissatisfied 
that  the  form  should  give  place  to  the  essential  then 
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supply  your  learned  criticism  with  nothing  but  plays 
where  the  essential  is  sacrificed  to  the  form,  and  yotl'are 
rewarded.  Let  Whitehead's  *  Creusa '  please  you  hence- 
forth, in  which  no  god  predicts,  in  which  you  learn  every- 
thing from  an  old  garrulous  confidante  who  is  questioned 
by  a  cunning  gipsy,  let  these  please  you  better  henceforth 
than  Euripides'  *  Ion,'  I  shall  not  envy  you. 

When  Aristotle  speaks  of  Euripides  as  the  most  tragic 
of  all  tragic  poets  he  did  not  merely  mean  that  most  of 
his  plays  end  with  an  unhappy  catastrophe,  although  1 
am  aware  that  many  thus  interpret  the  Stagyrite.  For 
this  trick  could  easily  be  copied,  and  the  bungler  who  I 
murders  and  slaughters  right  and  left,  and  allows  none  of 
his  personages  to  leave  the  stage  whole  or  alive,  would 
then  be  permitted  to  think  himself  as  tragic  as  Euripides. 
Unquestionably  Aristotle  had  various  qualities  in  mind 
when  he  accorded  him  this  epithet.  No  doubt  the  above- 
named  quality  belonged  to  those  by  means  of  which  the 
author  let  the  spectators  foresee  all  the  misfortunes  that 
were  to  befall  his  personages,  in  order  to  gain  their 
sympathy  while  these  were  yet  far  removed  from 
deeming  that  they  required  sympathy.  Sokrates  was  the 
master  and  friend  of  Euripides,  and  hence  how  many 
might  imagine  that  the  poet  owed  to  this  friendship  with 
the  philosopher  all  the  wealth  of  splendid  maxims  that 
he  has  scattered  so  profusely  throughout  his  plays  I  I 
think  that  he  owed  far  more  to  him ;  he  might  have  been 
just  as  rich  in  maxims  without  him,  but  he  would 
scarcely  have  been  as  tragic  without  him.  Fine  sentences 
and  moral  maxims  are  just  what  we  are  likely  to  hear 
least  from  a  philosopher  like  Sokrates,  his  life  was  the 
only  moral  that  he  preached.  But  what  we  learn  in  his 
society  is  to  know  man  and  ourselves ;  to  be  observant  of 
our  emotions  ;  to  search  for  and  to  love  the  smoothest  and 
shortest  paths  of  nature ;  to  judge  each  matter  according 
to  its  intention ;  this  was  what  Euripides  learned  from 
Sokrates  and  what  made  him  the  first  in  his  art.  Happy 
the  poet  who  has  such  a  friend  and  can  consult  with  him 
every  day,  every  hour. 

Even  Voltaire  seems  to  have  felt  that  it  would  be  well 
if  he  could  acquaint  us  from  the  beginning  with  the  son 
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of  Merope,  if  we  could  start  with  the  knowledge  that  the 
amiable  unhappy  youth  whom  Merope  shields  at  first, 
and  whom  she  afterwards  desires  to  kill  as  the  murderer 
of  her  iEgisthus,  is  ^Egisthus  himself.  But  the  youth 
does  not  know  himself,  and  there  is  no  one  there  who  knows 
him  better  and  through  whom  he  could  learn  it.  What 
then  does  the  poet  do  ?  How  does  he  provide  that  we 
should  know  with  certainfy  that  Merope  is  raising  the 
dagger  against  her  own  son,  even  before  old  Karbas  calls 
to  her  ?  Oh  !  he  sets  about  this  most  cunningly  !  Only 
a  Voltaire  could  have  thought  of  such  an  artistic  trick. 
As  soon  as  the  unknovm  youth  enters,  he  places  the  name 
JEgisthus  in  large,  distinct  beautiful  letters  over  the  first 
speech  he  has  to  make,  and  so  on  over  all  the  following. 
Now  we  know  it,  for  Merope  has  in  the  preceding  scenes 
named  her  son  more  than  once,  and  even  if  she  had  not 
done  so  we  need  only  refer  to  the  list  of  Dramatis  peraonce 
printed  at  the  commencement,  to  find  it  there  in  full !  It 
is  certainly  rather  comic  when  the  person  above  whose 
speeches  we  have  a  dozen  times  read  the  name  ^gisthus, 
on  being  asked : — 

"  Narbas  vous  est  connu  ? 
Le  nom  d'Egiste  au  moins  jusqu*a  vous  est  venu? 
Quel  etait  votre  ^tat,  votre  rang,  votre  pere  ?* 

replies : — 

"  Mon  pere  est  un  vieillard  accabl6  de  misere  ; 
Polyclete  est  son  nom ;  mais  Egiste,  Narbas, 
Ceux  dont  vous  me  parlez,  je  ne  les  connais  pas." 

It  is  also  remarkable  that  we  hear  no  other  name  from 
this  ^gisthus  who  is  not  called  -ffigisthus ;  that  when  he 
replies  to  the  queen  that  his  father  is  called  Polycletus,  he 
does  not  add,  and  I  am  called  so  and  so.  For  a  name  he 
must  needs  have,  and  M.  de  Voltaire  could  surely  have 
invented  that  also,  seeing  he  has  invented  so  much! 
Headers  who  are  not  well  acquainted  with  the  tricks  of 
a  tragedy,  could  easily  go  astray  here.  They  read  that  a 
youth  is  brought  in  who  has  committed  murder  on  the 
highway ;  this  youth  they  see  is  named  iEgisthus,  but  he 
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says  he  is  not  called  so,  and  yet  does  not  say  Trhat  he  is 
called.  Oh  I  this  youth,  they  presume,  is  not  all  right,  he 
is  an  accomplished  highwayman,  young  though  he  is,  and 
innocently  though  he  poses.  Thus,  I  say,  inexperienced  . 
readers  are  in  danger  of  concluding ;  and  yet  I  believe  | 
seriously  speaking,  that  it  is  better  that  the  experienced 
reader  should  learn  even  in  this  wise  from  the  beginning 
who  the  unknown  youth  is,  than  not  at  all.  Only  do  not 
tell  me  that  this  method  of  informing  them  is  in  the  least 
bit  more  artistic  and  subtle  than  a  prologue  after  the 
manner  of  Euripides. 

No.  60. 

Mafifei  gives  the  youth  his  two  names,  as  is  due :  he  is 
called  -ZEgisthus  as  the  son  of  Polydorus  and  Kresphontes 
as  the  son  of  Merope.  In  the  list  of  personages  he  is  only 
introduced  under  the  former  name,  and  Becelli  took  no 
small  credit  to  himself  for  the  fact  that  in  his  edition  of 
the  play,  the  true  identity  of  iEgisthus  could  not  be 
guessed.^  For  the  Italians  are  even  greater  friends  to 
surpiises  than  the  French. 

But  Merope  for  ever  I  In  truth  I  pity  my  readers  who 
promised  to  themselves  in  this  journal  a  theatrical  news- 
paper as  varied  and  manifold,  as  amusing  and  comical  as 
a  theatrical  newspaper  should  be.  Instead  of  containing 
the  story  of  the  plays  performed,  told  in  short  lively  ana 
touching  romances,  instead  of  detailed  biographies  of 
absurd,  eccentric,  foolish  beings,  such  as  those  must  be 
who  concern  themselves  with  vnriting  comedies,  instead  of  | 
amusing,  even  slightly  scandalous  anecdotes  of  actors  and  I 
especially  actresses,  instead  of  all  these  pretty  things  1 
which  they  expected,  they  get  long,  serious,  diy  ! 
criticisms  of  old  weU-known  plays ;  ponderous  examina-  j 
tions  of  what  tragedy  should  or  should  not  be,  at  times 
even  expositions  of  Aristotle.  And  they  are  to  read  this  ?  | 
As  I  say,  I  pity  them ;  they  have  been  grievously 
deceived.    But  let  me  add  in  confidence,  better  they, 

1  **  Fin  ne  i  nomi  de'  Personnaggi  si  h  levato  quell*  errors,  oomunissiiiM     ^ 
alle  stampe  d'  ogni  drama,  di  scoprire  il  secreto  nel  premettergli,  e  pel 
consegueDza  di  levare  il  piacere  a  chi  legge,  overo  asoolta,  essenoMi 
messo  Egisto,  dove  era,  Cresfontc  sotto  nome  d'Egisto.** 
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than  I.  And  I  should  be  much  deceived  if  I  made  their 
expectations  my  law.  Not  that  their  expectations 
would  be  very  difficult  to  fulfil;  no  indeed,  I  should 
rather  find  them  very  easy,  if  only  they  agreed  better 
with  my  intentions. 

But   I  must  indeed  try  to  get  over  the  subject  of 

*  Merope.'    I  really  only  wished  to  show  that  Voltaire's 

*  Merope '  was  aufond  nothing  but  the  '  Merope '  of  Maffei, 

-  and  I  think  I  have  proved  this.  Aristotle  says  that  it  is 
^  not  the  same  subject,  but  the  same  treatment  and  denoue- 
'    ment  that  make  two  or  more  plays  to  be  held  one  and 

the  same.  Therefore  it  is  not  because  Voltaire  has 
treated  the  same  story  as  Mafiei,  but  because  he  has 
treated  it  in  the  same  way,  that  I  here  pronounce  him 

-  nothing  but  the  translator  and  imitator  of  Maffei ;  Maffei 
^    did  not  merely  reconstruct  the  *  Merope '  of  Euripides,  he 

-  made  a  *  Merope '  of  his  own ;  for  he  departed  utterly  from 
'    the  plan  of  Euripides,  and  in  the  intention  to  write  a  play 

without   love,  in  which  the  whole  interest  hiuges  on 

-  maternal  affection,  he  subverted  the  entire  fable ;  whether 
"    for  good  or  evil  is  not  in  question  here,  he  subverted  it 

totally.  Voltaire  "took  from  Maffei  this  whole,  subverted 
■  fable ;  he  took  from  him  the  fact  that  Merope  is  not  mar- 
f  ried  to  Polyphontes ;  he  took  from  him  the  political  reasons 
for  which  the  tyrant  thinks  he  must,  after  fifteen  years, 
insist  on  this  union ;  he  took  from  him  the  fact  that  the 
son  of  Merope  does  not  know  himself;  he  took  from  him 
the  cause  and  manner  of  his  leaving  his  reputed  father ; 
he  took  from  him  the  incident  that  -ffigisthus  is  brought 
to  Messene  as  a  murderer;  he  took  from  him  the  mis- 
understanding by  means  of  which  he  is  held  to  be  his 
own  murderer ;  he  took  from  him  the  vague  emotions  of 
maternal  love  when  Merope  sees  -ffigisthus  for  the  first 
time ;  he  took  from  him  the  reason  why  iEgisthus  was  to 
die  before  Merope*s  eyes,  by  her  hand ;  he  took  from  him 
the  discovery  of  his  accomplices ;  in  short  Voltaire  took 
from  Maffei  the  whole  plot.  And  did  he  not  further 
borrow  from  him  the  whole  denouement  f  did  he  not  learn 
from  him  to  connect  the  sacrifice  at  which  Polyphontes  is 
to  be  murdered  with  the  entire  action  ?  Maffei  made  it  a 
marriage-feast,  and  perhaps  he  only  let  his  tyrant  at  last 
VOL.  m.  2  G 
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think  of  this  union  with  Merope,  in  order  that  the  sacri' 
fice  might  be  brought  in  more  naturally,  What  Maffei 
invented,  Voltaire  copied. 

It  is  true  that  Voltaire  has  given  a  diflferent  turn  to  some 
of  the  events  that  he  took  from  Maflfei.     For  instance,  in- 
stead of  Polyphontes  having  already  reigned  fifteen  years, 
he  allows  disorder  to  have  existed  in  Messene  for  fifteen 
years  and  thus  leaves  the  state  in  probable  anarchy  for 
this  long  time.     Instead  of  making  -^gisthus  be  attacked 
on  the  high-road  by  a  robber,  he  makes  him  be  attacked  in 
the  temple  of  Hercules,  by  two  unknown  personages  who 
are  offlended  at  his  invoking  the  aid  of  Hercules  for  the  j 
Heraclidae,  the  god  of  the  temple  for  his  descendants.  I 
Instead  of  letting  suspicion  be  aroused  by  a  ring,  as  in 
Maffei,  Voltaire  arouses  this  by  armour,  and  so  on.     But 
all  these  changes  only  regard  trifles,  that  are  nearly  all 
beside  the  play  and  have  no  influence  on  its  economy. 
And  yet  I  would  allow  these  changes  to  Voltaire  as 
expressions  of  his  creative  genius  if  I  could  only  discover 
that  he  had  imderstood  how  to  alter  that  which   he 
thought  required  alteration.     I  will  explain  myself  by 
one  of  the  quoted  examples.     Maffei  makes  his  ^gisthus 
be  attacked  by  a  robber  who  seizes  the  moment  when  he  ' 
sees  him  alone  on  the  high-road,  near  to  a  bridge  Over  the 
Pamisus.     iEgisthus  overcomes  the  robber  and  throws  his 
body  into  the  river,  out  of  fear  that  if  the  body  be  found  | 
in  the  road,  the   murderer  may  be  pursued  and  he  be  i 
recognised  as  such.     A  robber  who  wishes  to  rob  a  prince  | 
of  his  coat  and  purse  is  far  too  common  a  picture  for  my 
noble,  delicate  parterre^  thought   Voltaire;    it  would  bo 
better  to  make   out  of  this  robber  a  malcontent  who 
desires  to  put  jEgisthus  out  of  the  way  as  a  follower  of 
the  Heraclidffi.      And  why  only  one?    Better  two,  that 
makes  iEgisthus's  heroic  deed  the  greater,  and  the  one 
who  escapes  of  these  two,  if  I  make  him  much  older,  can 
afterwards  be  regarded  as  Narbas.     Very  good,  my  dear   ' 
compiler,  but  now  farther,  what  next  ?     When  -^gisthus 
has  killed  one  of  these  malcontents,  what  does  he  do  then  ?  ■ 
He   also  carries  the  dead   body   to   the   water.       What? 
and   how  ?   and   why  ?     From   the   deserted   road   to   tho  - 
near  river,  that  is  comprehensible;   but  from  the  temple    I 
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^.   to  the  river?     Was  no  one  then  in  the  temple  except 

II  these  three  ?  Granted  even  this,  for  even  this  is  not  the 
greatest  absurdity.     The  how  could  be  yet  imagined,  but 

^.  not  the  why.  Maffei's  -ffigisthus  bears  the  body  to  the 
river  because  he  fears  to  be  pursued  and  recognised, 
because  he  thinks  that  if  he  has  made  away  with  the 
body,  nothing  can  reveal  his  deed,  that  this  will  be 
buried  in  the  river  with  the  corpse.  But  can  Voltaire's 
^gisthus  imagine  this  ?    Never  more,  or  the  second  man 

J  ought  not  to  have  escaped.  Will  this  one  be  satisfied  that 
he  has  escaped  with  his  life?  Will  he  not  observe  him 
from  afar,  however  aflfrighted  he  may  be?  Will  he  not 
pursue  him  with  cries  until  others  detain  him?  Will  he 
not  indict  him  and  bear  witness  against  him  ?  What  will 
it  then  avail  the  murderer  that  he  has  borne  the  corpus 
delicti  out  of  the  way?  Here  is  an  eye-witness  who  can 
prove  all.  He  might  have  saved  himself  this  useless 
trouble  and  rather  have  hurried  to  get  across  the 
boundary.  It  is  true  that  the  body  had  to  be  thrown 
into  the  water  because  of  what  was  coming  after ;  it  was 
as  needful  for  Voltaire  as  for  Maflfei  that  Merope  should 
not  be  undeceived  by  its  aspect ;  only  that  what  in  the 
one  case  JEgisthus  does  for  his  own  benefit,  he  does  for 
the  benefit  of  the  poet  in  the  other.  For  Voltaire 
corrected    away  the    cause  without  reflecting    that   ho 

J  needed  the  effect  of  this  cause,  which  henceforward 
depended  on  nothing  but  his  necessity. 

One  single  change  made  by  Voltaire  in  Maffei's  plan 
deserves  the  name  of  an  improvement;  namely  that  of 
suppressing  Merope's  repeated  attempts  to  avenge  herself 

J    on  her  son's  presumed  murderer,  and  letting  the  recogni- 

'  tion  on  the  part  of  -^gisthus  take  place  in  the  presence 
of  Polyphontes.  Herein  I  recognise  the  poet,  and  espe- 
cially the  second  scene  of  the  fourth  act  is  excellent,  I. 
only  wish  that  the  general  recognition  that  must  follow 
in  the  fourth  scene  of  the  third  act  had  been  managed 
with  more  art.  For  that  jEgisthus  is  suddenly  led  away 
by  Eurykles  and  that  the  depth  of  the  scene  closes  behind 
him,  is  a  very  forced  method.  It  is  not  a  hair's-breadth 
better  than  the  precipitate  flight  by  which  -ffigisthus 
saves  himself  in  MaffBi  and  concerning  which  Voltaire 

2  c  2 
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lets  Lindelle  speak  so  mockingly.  Or  rather  this  fl 
is  more  natural  if  only  the  poet  had  afterwards  broi 
mother  and  son  once  together  and  had  not  entirely  1 
from  Tis  the  first  touching  expressions  of  their  mu 
emotions.  Perhaps  Voltaire  would  not  have  separ: 
the  recognition  scene  if  he  had  not  been  forced  to  exj 
his  material  in  order  to  make  five  acts  of  it.  He  ( 
plains  more  than  once  about  "cette  longue  carri^re 
cinq  actes  qui  est  prodigieusement  difficile  k  remplir  t 
episodes." — ^And  now  for  the  present  enough  of  '  Mero 

Kos.  54  and  55. 

[T.essing  treats  at  great  length  the  source  and  subje< 
an  English  tragedy  by  John  Banks :  *  The  Earl  of  Esi 
Heferring  to  the  box  on  the  ear  given  by  the  Queei 
Essex,  he  proceeds  to  treat  of  this  in  general.] 

A  box  on  the  ear  in  a  tragedy  I     How  English, 
unbecoming !     But  before  my  over-refined  readers  moc 
this  too  much,  I  beg  to  remind  them  of  a  similar  ac 
the  *  Cid.'     M.  de  Voltaire's  commentary  concerning 
is  curious  in  many  respects.     "  Nowadays,"  he  says,  * 
should  not  dare  to  allow  our  heroes  to  have  their 
boxed.     The  actors  themselves  would  not  know  ho"v 
set  about  this,  they  only  make  believe  to  give  one. 
even  in  comed}^  is  such  a  thing  allowed  any  longer, 
this  is  the  only  example  we  have  of  it  on  the  tragic  sta; 
"  It  is  possible  that  this  among  other  reasons  may  exp 
why  the  *  Cid  *  has  been  named  a  tragi-comedy,  anc 
that  time  nearly  all  the  plays  of  Scuderi  and  Boisro" 
were  tragi-comedies.     We  had  long  been  of  opinior 
France   that  uninterrupted   tragedy,  without   any  in 
mixture  of  common  traits,  was  not  to  be  borne.       ' 
word  tragi-comedy  itself  is  very  old.     Plautus  employs  i 
define  his  *  Amphitryon,*  because  though  the  adventur 
Sosia  is  comic,  Amphitryon  himself  is  seriously  distrei 
thereby."    What  things  M.  de  Voltaire  does  write !     I 
gladly  he  turns    on   a   little    learning    and  how  ill 
generally  becomes  him  I 

It  is  not  true  that  the  box  on  the  ear  in  the  *  Cid 
the  only  one  on  the  tragic  stage.     Voltaire  either  did 
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_    know  the  Essex  of  Banks  or  he  assumed  that  the  tragio 
L    stage  of  his  nation  alone  deserved  the  name.     Either 
:    hypothesis  betrays  ignorance,  and  the  latter  yet  more 
-    vanity  than  ignorance.     What  he  adds  about  the  name  of 
"    tragi-comedy  is  equally  false.     Tragi-comedy  is  the  repre- 
_    sentation  of  an  important  action  that  takes  place  among 
:    noble  persons  and  has  a  happy  end.     Such  is  the  *  Cid ' 
and  the  box  on  the  ear  did  not  come  into  consideration,  for 
;    notwithstanding  this  box  on  the  ear,  Comeille  aftei*wards 
called  his  play  a  tragedy,  as  soon  as  he  had  put  aside  the 
prejudice  that  a  tragedy  must  of  necessity  have  an  un- 
happy catastrophe.    Plautus  does  employ  the  word  tragico- 
.    comocdiay  but  he  only  uses  it  in  fun  and  not  to  define 
a  special  genus.     Neither  has  any  one  borrowed  it  of  him 
;    in  this  sense,  until  it  occurred  to  the  Spanish  and  Italian, 
poets  of  the  sixteenth  century  thus  to  name  certain  of 
their  dramatic  abortions.    But  even  if  Plautus  had  seriously 
named  his  *  Amphitryon '  thus,  it  would  yet  not  have  arisen 
from  the  cause  invented  by  Voltaire.     It  is  not  because 
:    Sosia's  share  in  the  action  is  comic,  Amphitryon's  tragic, 
:    that  Plautus  would  have  named  his  play  a  tragi-comedy. 
For  his  play  is  altogether  comic  and  we  as  much  enjoy 

(Amphitryon's  perplexity  as  Sosia's.      It  must  have  been 
because  this  comic  action  passes  chiefly  among  nobler 
I    personages  than  it  was  usual  to  see  in  a  comedy.    Plautua 
himself  clearly  expresses  this. 

"  Faciam  ut  commixta  sit  Tragico-comoedia : 
Nam  me  perpetuo  facere  nt  sit  Comoedia 
Eeges  quo  veniant  et  di,  non  par  arbitror. 
Quid  igitur  ?  quoniam  hie  servus  quoque  partes  habety 
Faciam  hanc,  proinde  ut  dixi,  Tragico-oomoediam." 

No.  66. 

But  to  return  to  the  box  on  the  ear.  It  is  the  case  that  a 
box  on  the  ear  received  by  a  man  of  honour  from  his  equal 
or  superior,  is  held  to  be  a  grave  offence,  so  that  all  the 
satisfaction  that  the  laws  could  give  are  held  vain.  It 
cannot  be  punished  by  a  third  person,  it  requires  the 
personal  revenge  of  the  offended  party  and  demands  to  be 


\ 
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avenged  as  arbitrarily  as  it  was  oflFered.  Whether  it  ii 
true  or  false  honour  that  requires  this,  that  is  beside  our 
present  question.     As  I  have  said,  so  it  is. 

And  if  it  is  So  in  the  world,  why  should  it  not  1)6  i 
so  on  the  stage  ?  If  a  box  on  the  ear  can  occur  in  tlie  \ 
one,  why  not  in  the  other  ? 

**  The  actors  do  not  know  how  to  set  about  it,"  aaya  M. 
de  Voltaire.  They  'know  quite  well,  but  even  as  an 
assumed  person  no  one  likes  to  have  a  box  on  the  ear.. 
The  blow  excites  them,  the  assumed  character  receives  it, 
but  they  feel  it ;  the  feeling  destroys  the  deception,  they 
lose  their  composure,  shame  and  confusion  shows  itself  in 
their  faces  against  their  will ;  they  should  look  angry  and 
they  look  ridiculous ;  and  thus  every  actor  whose  own 
feelings  come  into  collision  with  his  rdle  makes  us  laugh. 

This  is  not  the  only  instance  in  which  we  might  regret 
the  abolition  of  masks.  The  actor  can  unquestionably 
better  command  his  countenance  under  a  mask;  his  per- 
sonality finds  less  opportunity  to  break  forth  and  if  it 
does  break  forth  we  are  less  aware  of  this. 

But  the  actor  may  act  under  the  box  on  the  ear  as  he 
wills ;  the  dramatic  poet  works  for  the  actor  it  is  tme,  but 
he  must  not  therefore  deny  himself  everything  that  does 
not  suit  or  is  not  easy  to  the  actor.  No  actor  can  blush 
when  he  likes,  and  still  the  poet  may  prescribe  it ;  still  ho 
may  let  one  person  say  that  he  sees  the  other  changing 
colour.  The  actor  does  not  want  to  be  struck  in  the  face, 
he  thinks  it  makes  him  contemptible,  it  confuses  him,  it 
pains  him :  very  good.  If  he  has  not  got  so  far  in  his  art 
that  such  a  thing  cannot  confuse  him ;  if  he  does  not  love 
his  art  so  much  that  for  its  sake  he  can  bear  a  little  hurt 
to  his  dignity ;  then  let  him  try  to  get  over  the  passage 
as  well  as  he  can,  let  him  avoid  the  blow,  ward  it  off  with 
his  hand,  only  do  not  let  him  demand  that  the  poet  should 
take  more  concern  for  him  than  ho  takes  for  the  person 
whom  he  represents.  If  the  true  Diego,  the  true  Essex 
must  bear  a  box  on  the  ear,  what  have  their  representatives 
to  say  against  it? 

Perhaps  the  spectator  does  not  want  to  see  a  box  on  the 
oar  given  ?  or  at  most  given  to  a  servant  whom  it  does  not 
especially  offend  and  for  whose  position  it  is  a  proper 
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3liastiBenient,  while  a  hero — ^to  give  a  hero  a  box  on  the 
3ar !  how  petty,  how  unbecoming !  And  what  if  that  is  just 
its  very  purpose?  If  this  very  breach. of  the  decorous  is 
to  be  the  source  of  violent  resolutions,  bloody,  revenge  ?  If 
3very  other  less  petty  offence  could  nothava  provoked  this 
terrible  result  ?  Should  that  which  can  becoi^ae  so  tragical 
in  its  consequences,  which  among  certain  persons  neces- 
sarily must  become  tragical,  should,  that  be  excluded  &om 
tragedy  because  it  finds  a  place  also  in  comedy,  in  farce? 
Can  we  not  be  terrified  at  one  time  by  that  which  another 
time  makes  us  laugh  ? 

If  I  should  like  to  banish  the  box  on  the  ear  from  any 
sort  of  drama  it  would  be  from  comedy^  For  what  con- 
sequences can  it  have  there ?  Sad  ones?  they  are  beyond 
its  sphere.  Eidiculous  ones?  they  are  beneath  it  and 
belong  to  farce.  None?  then  it  was  not  worth  while  to 
introduce  the  element.  Whoever  gives  it  will  only  betray 
vulgar  passion  and  whoever  receives  it,  nothing  but 
slavish  pusillanimity.  It  remains  consequently  to-  the 
two  extremes ;  tragedy  and  farce,  that  have  more  of  siich 
things  in  common  over  which  we  either  tremble  or  jeer. 

Now  I  ask  every  one  who  has  seen  the  '  Cid  *  represented 
or  who  has  read  it  with  attention,  whether  a  shudder  did 
not  take  hold  of  him  when  the  boastful  Gormas  ventures 
to  strike  the  old  venerable  Diego;  whether  he  did  not 
feel  the  deepest  pity  for  the  one,  the  bitterest  anger 
against  the  other?  I  ask  him  whether  it  did  not  at  once 
flash  through  his  brain  what  sad  and  bloody  consequences 
this  shameful  offence  must  bring  with  it,  and  whether 
this  did  not  fill  him  with  fear  and  expectation  ?  And  such 
an  incident,  which  has  such  an  effect,  should  not  be 
tragical. 

If  ever  any  one  laughed  at  this  box  on  the  ear,  it  was 
certainly  one  of  the  gallery  who  was  too  familiar  with 
boxes  on  the  ear  and  deserved  one  at  that  moment  from 
his  neighbour.  And  whoever  felt  inclined  to  smile 
against  his  will,  on  account  of  the  awkward  manner  in 
which  the  actors  set  about  it,  certainly  bit  his  lips  and 
made  haste  to  fall  back  again  into  the  illusion  out  of 
which  every  violent  action  is  apt  more  or  less  to  tear  the 
spectator. 
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Moreover  I  ask,  what  other  offence  could  so  well  fill  the 
place  of  the  box  on  the  ears  ?  For  every  other  it  would 
be  in  the  power  of  a  king  to  give  satisfaction  to  the 
offended ;  for  every  other  the  son  might  refuse  to  sacrifioe 
his  father  to  the  father  of  his  beloved.  For  this  alone 
excuse  or  pardon  cannot  avail  the  pundonor^  and  all 
legitimate  means  that  the  monarch  himself  would  employ 
are  fruitless.  In  this  frame  of  mind  Comeille  lets  Gormaa 
reply  to  the  king,  who  urges  him  to  satisfy  Diego  : — 


«( 


Ces  satisfactions  n'apaisent  point  ime  &me : 
Qui  les  re9oit  n'a  rien,  qui  les  fait  se  diffame, 
Et  de  tons  ces  accords  Teffet  le  plus  commun, 
C'est  de  dishonorer  deux  hommes  au  lieu  d'un.'* 


I 


At  that  time  the  edicts  against  duels,  to  whioh  such 
maxims  were  utterly  opposed,  had  not  been  long  promul- 
gated in  France.  Comeille  received  an  order  to  omit  the 
lines,  and  they  were  banished  out  of  the  mouth  of  the 
actor.  But  every  spectator  supplemented  them  from 
memory  and  from  his  own  feeling. 

In  '  Essex '  the  box  on  the  ear  becomes  the  more  critical 
in  that  it  is  given  by  a  person  who  is  not  bound  by  the 
laws  of  honour.  She  is  a  woman  and  a  queen,  what  is  ( 
the  offender  to  do  with  her  ?  He  woidd  ridicule  the  im-  * 
petuous,  pugnacious  woman,  for  a  woman  can  neither 
shame  us  nor  beat  us.  But  this  woman  is  at  the  same 
time  a  sovereign,  whose  indignities  cannot  be  expunged, 
since  they  receive  a  kind  of  authority  from  her  rank. 
What  therefore  can  be  more  natural  than  that  Essex  ( 
revolts  against  this  rank  itself  and  rages  against  the  ) 
eminence  that  removes  the  offender  from  his  revenge.  i 


No.  59.  j 

Many  hold  pompous  and  tragic  to  be  much  the  same  [ 

thing.     Not  only  many  of  the  readers  but  many  of  the  i 

poets  themselves.    What  I   their  heroes  are  to  talk  like  i 

ordinary  mortals  I     What  sort  of  heroes  would  those  be  ?  ' 
*'  AmpuUsB  et  sesquipedalia  verba,"  sentences  and  bubbles 
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and  words  a  yard  long,  this  constitutes  for  them  the  true 
tone  of  tragedy. 

Diderot  says,^  "We  have  not  omitted  anything  that 
could  spoil  lie  drama  from  its  very  foundations."  (Ob- 
serve that  he  speaks  especially  of  his  countrymen.)  "  We 
have  retained  the  whole  splendid  versification  of  the 
ancients  that  is  really  only  suited  to  a  language  of  very 
measured  quantities  and  very  marked  accents,  for  very 
large  stages  and  for  a  declamation  fitted  to  music  and 
accompanied  with  instruments.  But  its  simplicity  in 
plot  and  conversation  and  the  truth  of  its  pictures  we 
have  abandoned." 

Diderot  might  have  added  another  reason  why  we 
cannot  throughout  take  the  old  tragedies  for  our  pattern. 
There  all  the  personages  speak  and  converse  in  a  free  pub- 
lic place,  in  presence  of  an  inquisitive  multitude.  They 
must  therefore  nearly  always  speak  with  reserve  and  due 
regard  to  their  dignity ;  they  cannot  give  vent  to  their 
thoughts  and  feelings  in  the  first  words  that  come,  they 
must  weigh  and  choose  them.  But  we  modems,  who  have 
abolished  the  chorus,  who  generally  leave  our  personages 
between  four  walls,  what  reason  have  we  to  let  them 
employ  such  choice  stilted  rhetorical  speech  notwith- 
standing? Nobody  hears  it  except  those  whom  they 
permit  to  hear  it;  nobody  speaks  to  them  but  people 
who  are  involved  in  the  action,  who  are  therefore  them- 
selves affected  and  have  neither  desire  nor  leisure  to  con- 
trol  expressions.  This  was  only  to  be  feared  from  the 
chorus  who  never  acted,  however  much  they  might  be 
involved  in  the  play,  and  always  rather  judged  the  acting 
personages  than  took  a  real  part  in  their  fate.  It  is  as 
useless  to  invoke  the  high  rank  of  the  personages; 
aristocratic  persons  have  learned  how  to  express  them- 
selves better  than  the  common  man,  but  they  do  not  affect 
incessantly  to  express  themselves  better  than  he.  Least 
of  all  in  moments  of  passion ;  since  every  passion  has  its 
own  eloquence,  is  alone  inspired  by  nature,  is  learnt  in  no 
school  and  is  understood  by  the  most  uneducated  as  welj 
as  by  the  most  polished. 

>  Second  oonTersation  following '  The  Natural  Son.* 
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There  never  can  be  feeling  with  a  stilted,  chosen,  pom- 
pous, language.  It  is  not  bom  of  feeling,  it  cannpt  evoke 
it.  But  feeUng  agrees  with  the  simplest,  conunonest, 
plainest  words  and  expressions.  ... 

.  .  •  a  a  •  •  ■    ,   • 

Nothing  is  more  chaste  and  decent  than  simple  Katnie, 
coarseness  and  confusion  are  as  far  removed  fironx  her  as 
pomposity  and  bombast  from  the  sublime.  The  same 
feeling  which  makes  the.  boundary  there,  makes  it  here. 
The  most  pompous  poet  is  therefore  infallibly  the  most 
viUgar.  Both  faults  are  inseparable,  and  no  species  gives 
more  opportunities  of  falling  into  both  than  tragedy. 

[Lessing  now  devotes  many  pages  to  a  detailed  account 
of  an  old  and  anonymous  Spanish  play  dealing  with  the 
subject  of  Essex.] 

No.  69. 

Although  Lope  de  Vega  is  regarded  as  the  creator  of 
the  Spanish  theatre,  it  was  not  he  who  introduced  its 
hybrid  tone.  The  people  were  already  so  accuBtomed 
to  it,  that  he  had  to  assume  it  against  his  will.  In  his 
didactic  poem  concerning  the  art  of  making  new  comedies 
he  greatly  laments  the  fact.  As  he  saw  that  it  was  not 
possible  to  work  to  the  satisfaction  of  his  contemporaries 
according  to  the  rules  and  example  of  the  ancients,  he 
strove  at  least  to  put  limits  to  their  irregularities  ;  that 
was  the  intention  of  his  poem.  He  thought,  wild  and 
barbaric  as  the  taste  of  the  nation  was,  it  must  yet  have 
its  principles,  and  it  was  better  to  act  according  to  these 
with  constant  uniformity  than  with  none.  Plays  which 
do  not  observe  the  classical  rules  may  yet  observe  rules, 
and  must  observe  something  of  the  kind,  if  they  are  to 
please.  These  rules  deduced  from  the  national  taste  he 
wished  to  establish,  and  the  combination  of  the  serious  and 
the  ludicrous  was  the  first. 

He  said,  "  You  may  let  kings  appear  in  your  comedies. 
It  is  true  I  hear  that  our  wise  monarch  (Philip  II.)  did 
not  approve  of  this,  either  because  he  recognised  that  it 
was  against  the  rules,  or  because  he  deemed  it  beneath 
the  dignity  of  a  king  to  be  mixed  up  with  the  populace. 
I  am  willing  to  admit  that  this  leads  back  to  the  oldest 
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ledies,  which  even  introduced  god« ;  as  may  be  seen 
)ng8t  others  in  the  *  Amphitryon '  of  Plautus  and  I  know 
1  that  Plutarch,  when  he  speaks  of  Menander  does  not 
ise  the  old  cfomedy  very  much.  It  is  therefore  some- 
it  difficult  to  me  to  approve  our  fashion.  But  since 
in  Spain  do  so  far  diverge  from  art,  the  learned  must 
p  silent  on  this  point.  It  is  true  that  the  tragic  fused 
b.  the  comic,  Seneca  mingled  with  Terence,  produces 
less  a  monster  than  was  Pasiphae's  *  Minotaur.'  But 
abnormity  pleases,  people  will  not  see  any  other 
rs  but  such  as  are  half  serious,  half  ludicrous,  nature 
jelf  teaches  this  variety  from  which  she  borrows  part  of 
beauty."^ 

k  is  on  account  of  these  last  words  that  I  quote  this 
jage.  Is  it  true  that  nature  sets  us  an  example  of  the 
mon  and  sublime,  the  farcical  and  serious,  the  merry 
sad  ?  It  seems  so.  But  if  it  is  true  Lope  has  done 
e  than  he  intended,  he  has  not  only  glossed  over  the 
ts  of  his  btage,  he  has  really  proved  that  these  are  no 
ts,  for  nothing  can  be  a  fault  that  is  an  imitation  of 
ire. 

'  *'  Elfgese  el  snjeto,  y  no  se  mire^ 
(Perdonen  log  preceptos)  si  es  de  Reyes, 
Aunque  por  esto  entiendo,  que  el  pradente, 
Filipo  Rey  de  Espafia,  y  Sefior  nuestro, 
£n  viendo  un  Rey  en  eUos  se  enfadava, 
O  fuesse  el  ver,  que  al  arte  contradize, 
O  que  la  autoridad  real  no  deve 
Andar  fingida  entre  la  humilde  plebe, 
Este  es  bolver  a  la  Gomedia  antigua, 
Donde  vemos,  que  Plauto  puso  Dioses, 
Como  en  an  Anfitiion  lo  muestra  Jupiter, 
Sabe  Dios,  que  me  pesa  de  aprovario, 
Porque  Piutarco  hablando  de  Menandro, 
No  siente  bien  de  la  Comedia  antiojua, 
ISIas  pues  del  arte  vamos  tan  remotog, 

Y  en  Espaiia  le  hazemos  mil  agi'avios, 
Cierren  Jos  Doctos  esta  vez  los  labios. 

Lo  Tragico,  y  lo  Cdmico  mezclado 

Y  Terencio  con  Seneca,  aunque  sea, 
Como  otro  Minotauro  de  Pasife, 
Huran  grave  una  parte,  otra  ridicnia 
Que  a(iuesta  variedad  deleyta  mucho 
Biien  ejemplo  nos  da  naturaleza, 
Que  por  tol  variedad  tiene  belleza." 
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One  of  our  modem  writers  says,^  "  Shakespeare,  of  all 
poets  since  Homer  the  one  who  has  known  men  best,  who 
has  looked  them  through  and  through  with  a  kind  of 
marvellous  intuition,  from  the  king  to  the  beggar,  from 
Julius  Caesar  to  Jack  Falstafif,  Shakespeare  has  been  I 
blamed  that  his  plays  have  a  very  faulty,  irregular  oi 
badly  devised  plot;  that  comic  and  tragic  are  thrown 
together  in  the  strangest  manner;  that  often  the  very 
same  person  that  has  called  up  our  tears  by  his  touohing 
language,  will  a  few  moments  afterwards  by  a  strange 
fancy,  a  quaint  expression  of  his  emotions,  chill  us, 
nay  even  make  us  laugh,  so  that  afterwards  it  is  difficult 
for  him  to  get  us  back  into  the  mood  in  which  he  would 
have  us.  People  blame  this  and  do  not  consider  that 
just  on  this  account  his  plays  are  such  natural  repi:esenta- 
tions  of  human  life. 

"  The  life  of  most  people  and,  if  we  may  say  so,  the  life- 
course  of  the  bodies  politic  themselves,  in  so  far  as  we 
regard  it  as  so  many  ethical  beings,  resembles  in  so  many 
respects  the  blood-and-thunder^  tragedies  ('Haupt-  tmd 
Staatsactionen ')  of  old  Gothic  taste,  that  we  could  almost 
imagine  the  inventors  of  these  had  been  wiser  than  we 
commonly  think,  and  even  if  they  had  not  the  secret 
intention  of  making  human  life  ridiculous,  had  at  least 
intended  to  imitate  nature  as  faithfully  as  the  Greeks 
strove  to  beautify  it.  Not  to  speak  of  the  accidental 
resemblance  that  in  these  plays,  as  in  life,  the  most 
important  parts  are  often  played  by  the  worst  actors, 
what  can  be  more  alike  than  the  two  kinds  of  blood-and- 
thunder  tragedies,  in  their  plan,  in  the  division  and 
disposition  of  the  scenes  in  their  entanglement  and  their 
catastrophe?  How  rarely  do  the  authors  of  the  one  or 
the  other  ask  themselves  why  they  have  made  this  or 
that  just  BO  and  not  otherwise;  how  often  do  they 
surprise  by  events  for  which  we  were  not  in  the  least 
prepared.  How  often  do  we  see  persons  come,  enter  and 
exeunt  without  comprehending  why  they  came  and  why 
they  have  disappeared  again.  How  much  in  both  is  leit 
to  chance ;  how  often  we  see  the  greatest  consequences 

'  [The  following  quotation  is  from  the  *  Agathon '  of  Wleland.-  -Tb.] 
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provoked  by  the  most  petty  causes.  How  often  we  see 
the  most  serious  and  important  actions  treated  carelessly 
and  the  insignificant  treated  with  absurd  gravity.  And 
w^hen  at  last  in  both  everything  is  so  miserably  involved 
and  complicated  that  we  begin  to  despair  of  the  possi- 
bility of  disentanglement  how  happily  we  suddenly  see 
the  Gordian  knot,  not  unravelled  it  is  true,  but  hewn 
through  by  a  brave  dagger-thrust,  or  by  some  god  who 
jumps  out  of  paper  clouds  amid  thunder  and  lightning. 
This  cutting  open  comes  to  the  same  thing  as  unravelling, 
in  one  way  or  the  other  the  play  has  an  end,  and  the  specta- 
tors can  applaud  or  hiss  as  they  will  or  may.  We  know 
what  an  important  person  the  noble  harlequin  represents 
in  our  comic  tragedies,  who  it  seems  is  determined  to 
maintain  himself  on  the  stage  of  our  metropolis ;  perhaps 
as  an  eternal  monument  to  our  ancestors'  taste.  Would 
to  heaven  that  his  person  were  alone  represented  on  the 
theatre.  But  how  many  great  acts  on  the  theatre  of  the 
world  have  been  acted  together  with,  or  what  is  worse,  by 
means  of  a  harlequin.  How  often  has  all  the  wisdom  and 
valour  of  the  very  greatest  men ;  men  who  have  been  bom 
to  be  the  sheltering  genius  of  the  throne,  the  benefactors 
of  whole  peoples  and  ages,  been  frustrated  by  means  of 
some  little  whimsical,  practical  joke  of  a  harlequin,  or  of 
such  who,  if  they  do  not  wear  harlequin's  jacket  and  his 
yellow  hose,  certainly  bear  his  whole  character.  How 
often  in  both  kinds  of  tragi-comedy  the  complication 
arises  from  some  stupid  mischievous  act  by  which 
harlequin  spoils  the  labour  of  wise  people  before  they  are 
aware  of  it."  ..... 

No.  70. 

If  in  this  comparison  of  the  great  and  small,  the 
original  and  counterfeit' heroic  farce,  the  satirical  mood 
were  not  so  prominent,  it  could  be  held  to  be  the  best 
apology  for  the  comi-tragic  or  tragi-comic  drama  (mixed 
plays  I  have  seen  them  called  somewhere),  the  most 
conscientious  deduction  of  Lope's  thoughts,  while  at  the 
same  time  it  would  confute  them.  It  would  prove  that  just 
the  example  of  nature  which  is  to  justify  the  combination 
of  solemn  gravity  with  farcical  merriment  can  justify  as 
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well  every  dramatic  monster  that  has  neither  plan,  nor  I  a 
connexion,  nor  common-sense.  Imitation  of  nature  would  1  ii 
consequently  either  be  no  principle  of  art,  or  if  it  still  I  V 
remain  so,  it  would  by  means  of  art  cease  to  be  art  '  t 
At  lea^t  it  would  be  no  higher  art  than  that  art  which  I  1 
imitates  the  coloured  veins  of  marble  in  plaster  of  Paris;  c 
their  direction  and  course  may  go  as  they  like,  the 
strangest  cannot  be  so  strange  but  that  it  might  seem 
natural ;  only  that  does  not  seem  natural  in  which  too  , 
much  symmetry,  proportion  and  equality  is  shown,  in  1  i 
which  too  much  is  seen  of  that  which  in  every  other  art,  I  1 
constitutes  art.  In  this  sense  the  most  laboured  is  the  I  4 
worst,  the  most  arbitrary  the  best.  \  - 

Our  author  might  have  spoken  quite  differently  as 
critic.  What  he  here  seems  to  support  so  elaborately,  he 
would  beyond  doubt  have  condemned  as  a  monstrosity  of  i 
barbarous  taste ;  or  at  least  as  the  first  attempts  of  an  art 
reviving  among  an  uncultivated  people,  the  form  of  which 
has  been  determined  by  a  combination  of  some  accidental 
causes  or  by  chance,  but  in  which  reason  and  reflexion 
have  taken  little  or  no  part.  He  would  hardly  say  that 
the  first  inventors  of  mixed  plays  (since  the  word  is  once 
there,  why  should  I  not  use  it?)  "  strove  to  imitate  nature 
as  faithfully  as  the  Greeks  sought  to  beautify  it." 

These  words  "  faithful "  and  "  beautiful,"  applied  to  the 
imitation  of  nature  as  the  object  of  imitation,  are  subject  ' 
to  many  misconceptions.  There  are  persons  who  will  ^ 
not  admit  of  any  nature  which  we  can  imitate  too  faith- 
fully, they  insist  that  even  what  displeases  us  in  nature,  ' » 
pleases  us  in  a  faithful  imitation,  by  means  of  imitation.  ; 
There  are  others  who  regard  beautifying  nature  as  a  ' 
whim:  a  nature  that  intends  to  be  more  beautiful  than  I 
nature  is  just  on  that  account  not  nature.  Both  declare  | 
themselves  to  be  admirers  of  the  only  nature  such  as  she  * 
is,  the  one  sees  nothing  to  avoid,  the  other  nothing  to  I 
add.  The  former  would  necessarily  admire  the  Gothie  / 
mixed  plays,  and  the  latter  would  find  it  difficult  to  take 
pleasure  in  the  masterpieces  of  the  ancients. 

But  suppose  this  were  not  the  consequence  ?  If  those 
persons,  great  admirers  though  they  are  of  common  every- 
day nature,  should  yet  declare  themselves  against  the 


I 
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mixture  of  the  farcical  and  interesting.  If  these  others, 
monsttbus  as  they  deem  everything  that  desires  to  be 
better  and  more  beautiful  than  nature,  can  yet  wander 
through  the  whole  Greek  theatre  without  finding  the 
least  obstacle  on  this  account,  how  should  we  explain  this 
contradiction  ? 

We  shonld  necessarily  have  to  reti*ace  our  steps  and 
retract  that  which  we  insisted  on  before  concerning  the 
two  species,  but  how  must  we  retract  without  involving 
ourselves  in  new  difficulties?  The  comparison  of  such 
blood-and-thunder  tragedies  concerning  whose  worth  we 
dispute,  with  human  life,  with  the  ordinary  course  of  the 
world,  is  still  so  correct. 

I  will  throw  out  a  few  thoughts,  which  if  they  are  not 
thorough  enough  may  suggest  more  thorough  ones.  My 
chief  thought  is  this  :  it  is  true  and  yet  not  true  that  the 
comic  tragedy  of  Gothic  invention  faithfully  copied  nature. 
It  only  imitates  it  faithfully  in  one  half  and  entirely 
neglects  the  other,  it  imitates  the  nature  of  phenomena 
without  in  the  least  regarding  the  nature  of  our  feelings 
and  emotions. 

In  nature  everything  is  connected,  everything  is  inter- 
wo^en,  everything  changes  with  everything,  everything 
merges  from  one  into  another.  But  according  to  this 
endless  variety  it  is  only  a  play  for  an  infinite  spirit. 
In  order  that  finite  spirits  may  have  their  share  of  this 
enjoyment,  they  must  have  the  power  to  set  up  arbitrary 
limits,  they  must  have  the  power  to  eliminate  and  to 
guide  their  attention  at  will. 

This  power  we  exercise  at  all  moments  of  our  life, 
without  this  power  there  would  be  no  life  for  us ;  from  too 
many  various  feelings  we  should  feel  nothing,  we  should 
be  the  constant  prey  of  present  impressions,  we  should 
dream  without  knowing  what  we  dream.  The  purpose  of 
art  is  to  save  us  this  abstraction  in  the  realms  of  the  beauti- 
ful, and  to  render  the  fixing  of  our  attention  easy  to  us.  All 
in  nature  that  we  might  wish  to  abstract  in  our  thoughts 
from  an  object  or  a  combination  of  various  objects,  be  it 
in  time  or  in  place,  art  really  abstracts  for  us,  and  accords  us 
this  object  or  this  combination  of  various  objects  as  purely 
and  tersely  as  the  sensations  they  are  to  provoke  allow. 
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avenged  as  arbitrarily  as  it  was  ofTered.  Whether  it  is 
true  or  false  honour  that  requires  this,  that  is  beside  our 
present  question.     As  I  have  said,  so  it  is.  ( 

And  if  it  is  So  in  the  world,  why  should  it  not  1)6  • 
so  on  the  stage  ?  If  a  box  on  the  ear  can  occiir  in  the  | 
one,  why  not  in  the  other  ? 

"  The  actors  do  not  know  how  to  set  about  it,"  says  M. 
de  Voltaire.  They '  know  quite  well,  but  even  as  an 
assumed  person  no  one  likes  to  have  a  box  on  the  ear.. 
The  blow  excites  them,  the  assumed  character  receives  it, 
but  they  feel  it ;  the  feeling  destroys  the  deception,  they 
lose  their  composure,  shame  and  confusion  shows  itself  in 
their  faces  against  their  will ;  they  should  look  angry  and 
they  look  ridiculous;  and  thus  every  actor  whose  own 
feelings  come  into  collision  with  his  rSle  makes  ns  laugh. 

This  is  not  the  only  instance  in  which  we  might  regret 
the  abolition  of  masks.  The  actor  can  unquestionably 
better  command  his  countenance  under  a  mask ;  his  per- 
sonality finds  less  opportunity  to  break  forth  and  if  it 
does  break  forth  we  are  less  aware  of  this. 

But  the  actor  may  act  under  the  box  on  the  ear  as  he 
wills ;  the  dramatic  poet  works  for  the  actor  it  is  true,  but 
he  must  not  therefore  deny  himself  everything  that  does 
not  suit  or  is  not  easy  to  the  actor.     No  actor  can  blush 
when  he  likes,  and  still  the  poet  may  prescribe  it ;  stiU  he 
may  let  one  person  say  that  he  sees  the  other  changing 
colour.     The  actor  does  not  want  to  be  struck  in  the  face, 
he  thinks  it  makes  him  contemptible,  it  confuses  him,  it  . 
pains  him :  very  good.     If  he  has  not  got  so  far  in  his  art   I 
that  such  a  thing  cannot  confuse  him ;  if  he  does  not  love    ' 
his  art  so  much  that  for  its  sake  he  can  bear  a  little  hurt    I 
to  his  dignity ;  then  let  him  try  to  get  over  the  passage 
as  well  as  he  can,  let  him  avoid  the  blow,  ward  it  off  with    | 
his  hand,  only  do  not  let  him  demand  that  the  poet  should    i 
take  more  concern  for  him  than  he  takes  for  the  person    | 
whom  he  represents.     If  the  true  Diego,  the  true  Essex    i 
must  bear  a  box  on  the  ear,  what  have  their  representatives 
to  say  against  it? 

Perhaps  the  spectator  does  not  want  to  see  a  box  on  the 
car  given  ?  or  at  most  given  to  a  servant  whom  it  does  not 
especially  offend  and  for  whose  position  it  is  a  proper 
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chastisement,  while  a  hero — ^to  give  a  hero  a  box  on  the 
ear !  how  petty,  how  unbecoming !  And  what  if  that  is  just 
its  very  purpose?  If  this  very  breach. of  the  decorous  is 
to  be  the  source  of  violent  resolutions,  bloody,  revenge  ?  If 
every  other  less  petty  offence  could  not  have  provoked  this 
terrible  result?  Should  that  which  can  becoiAe  so  tragical 
in  it9  consequences,  which  among  certain  persons  neces- 
sarily must  become  tragical,  should  that  be  excluded  from 
tragedy  because  it  finds  a  place  al^  in  comedy,  in  farce? 
Can  we  not  be  terrified  at  one  time  by  that  which  another 
time  makes  us  laugh? 

If  I  should  like  to  banish  the  box  on  the  ear  from  any 
sort  of  drama  it  would  be  from  comedy^  For  what  con- 
sequences can  it  have  there  ?  Sad  ones?  they  are  beyond 
its  sphere.  Eidiculous  ones?  they  are  beneath  it  and 
belong  to  farce.  None  ?  then  it  was  not  worth  while  to 
introduce  the  element.  Whoever  gives  it  will  only  betray 
vulgar  passion  and  whoever  receives  it,  nothing  but 
slavish  pusillanimity.  It  remains  conseqxiently  to  the 
two  extremes ;  tragedy  and  farce,  that  have  more  of  such 
things  in  common  over  which  we  either  tremble  or  jeer. 

Now  I  ask  every  one  who  has  seen  the  *  Cid '  represented 
or  who  has  read  it  with  attention,  whether  &  shudder  did 
not  take  hold  of  him  when  the  boastful  Gormas  ventures 
to  strike  the  old  venerable  Diego;  whether  he  did  not 
feel  the  deepest  pity  for  the  one,  the  bitterest  anger 
against  the  other?  I  ask  him  whether  it  did  not  at  once 
flash  through  his  brain  what  sad  and  bloody  consequences 
this  shameful  offence  must  bring  with  it,  and  whether 
this  did  not  fill  him  with  fear  and  expectation  ?  And  such 
an  incident,  which  has  such  an  effect,  should  not  be 
tragical. 

If  ever  any  one  laughed  at  this  box  on  the  ear,  it  was 
certainly  one  of  the  gallery  who  was  too  familiar  with 
boxes  on  the  ear  and  deserved  one  at  that  moment  from 
his  neighbour.  And  whoever  felt  inclined  to  smilo 
against  his  will,  on  account  of  the  awkward  manner  in 
which  the  actors  set  about  it,  certainly  bit  his  lips  and 
made  haste  to  fall  back  again  into  the  illusion  out  of 
which  every  violent  action  is  apt  more  or  less  to  tear  the 
spectator. 
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Moreover  I  ask,  what  other  offence  could  so  well  fill  the 
place  of  the  box  on  the  ears  ?  For  every  other  it  would 
be  in  the  power  of  a  king  to  give  satisfaction  to  the 
oflFended ;  for  every  other  the  son  might  refuse  to  sacrifioe 
his  father  to  the  father  of  his  beloved.  For  this  alone 
excuse  or  pardon  cannot  avail  the  pundonor,  and  all 
legitimate  means  that  the  monarch  himself  would  employ 
are  fruitless.  In  this  frame  of  mind  Comeille  lets  Gormas 
reply  to  the  king,  who  urges  him  to  satisfy  Diego : — 

"  Ces  satisfactions  n'apaisent  point  une  &me : 
Qui  lea  re9oit  n'a  rien,  qui  les  fait  se  diffame, 
Et  de  tons  ces  accords  TefiTet  le  plus  commun, 
C'est  de  dishonorer  deux  hommes  au  lieu  d'tm." 

At  that  time  the  edicts  against  duels,  to  whioh  such 
maxims  were  utterly  opposed,  had  not  been  long  promul- 
gated in  France.  Comeille  received  an  order  to  omit  the 
Hues,  and  they  were  banished  out  of  the  mouth  of  the 
actor.  But  every  spectator  supplemented  them  from 
memory  and  from  his  own  feeling. 

In  '  Essex '  the  box  on  the  ear  becomes  the  more  critical 
in  that  it  is  given  by  a  person  who  is  not  bound  by  the 
laws  of  honour.  She  is  a  woman  and  a  queen,  what  is 
the  oflFender  to  do  with  her  ?  He  would  ridicule  the  im- 
petuous, pugnacious  woman,  for  a  woman  can  neither 
shame  us  nor  beat  us.  But  this  woman  is  at  the  same 
time  a  sovereign,  whose  indignities  cannot  be  expunged, 
since  they  receive  a  kind  of  authority  from  her  rank. 
What  therefore  can  be  more  natural  than  that  Essex 
revolts  against  this  rank  itself  and  rages  against  the 
eminence  that  removes  the  offender  from  his  revenge. 


No.  69. 
•  •••••« 

Many  hold  pompous  and  tragic  to  be  much  the  same 
thing.  Not  only  many  of  the  readers  but  many  of  the 
poets  themselves.  What  I  their  heroes  are  to  talk  like 
ordinazy  mortals  1    What  sort  of  heroes  would  those  be  ? 

sgquipedalia  verba,"  sentences  and  bubbles 
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and  words  a  yard  long,  this  constitutes  for  them  the  true 
tone  of  tragedy. 

Diderot  says,^  "We  have  not  omitted  anything  that 
could  spoil  the  drama  from  its  very  foundations."  (Ob- 
serve that  he  speaks  especially  of  his  countrymen.)  "  We 
have  retained  the  wfiole  splendid  versifiaation  of  the 
ancients  that  is  really  only  suited  to  a  language  of  very 
measured  quantities  and  very  marked  accents,  for  very 
large  stages  and  for  a  declamation  fitted  to  music  and 
accompanied  with  instruments.  But  its  simplicity  in 
plot  and  conversation  and  the  truth  of  its  pictures  we 
have  abandoned." 

Diderot  might  have  added  another  reason  why  we 
cannot  throughout  take  the  old  tragedies  for  our  pattern. 
There  all  the  personages  speak  and  converse  in  a  free  pub- 
lic place,  in  presence  of  an  inquisitive  multitude.  They 
must  therefore  nearly  always  speak  with  reserve  and  due 
regard  to  their  dignity ;  they  cannot  give  vent  to  their 
thoughts  and  feelings  in  the  first  words  that  come,  they 
must  weigh  and  choose  them.  But  we  modems,  who  have 
abolished  the  chorus,  who  generally  leave  our  personages 
between  four  walls,  what  reason  have  we  to  let  them 
employ  such  choice  stilted  rhetorical  speech  notwith- 
standing? Nobody  hears  it  except  those  whom  they 
permit  to  hear  it;  nobody  speaks  to  them  but  people 
who  are  involved  in  the  action,  who  are  therefore  them- 
selves aflfected  and  have  neither  desire  nor  leisure  to  con- 
trol expressions.  This  was  only  to  be  feared  from  the 
chorus  who  never  acted,  however  much  they  might  be 
involved  in  the  play,  and  always  rather  judged  the  acting 
personages  than  took  a  real  part  in  their  fate.  It  is  as 
useless  to  invoke  the  high  rank  of  the  personages; 
aristocratic  persons  have  learned  how  to  express  them- 
selves better  than  the  common  man,  but  they  do  not  affect 
incessantly  to  express  themselves  better  than  he.  Least 
of  all  in  moments  of  passion ;  since  every  passion  has  its 
own  eloquence,  is  alone  inspired  by  nature,  is  learnt  in  no 
school  and  is  understood  by  the  most  uneducated  as  welj 
as  by  the  most  polished. 

1  Second  oonyersation  following  *  The  Natural  Son.* 
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tragedy  that  the  old  poets  sought  by  all  possible  means 
to  diminish  it  whenever  their  heroes  were  compelled  J 
to  commit  some  great  crime.  They  preferred  rather  to  I 
blame  Fate,  to  make  the  crime  the  inevitable  curse  of  an  'i 
avenging  deity,  they  preferred  to  change  man  &om  a 
creature  of  free-will  to  a  machine,  rather  than  to  suffer 
the  horrible  idea  to  linger  among  us  that  man  could  bj 
nature  be  capable  of  such  corruption. 

Cr^billon  is  known  among  the  French  as  the  "  Terrible." 
I  greatly  fear  he  is  so  nicknamed  more  on  account  of  the 
terror  which  ought  not  to  be  in  tragedy,  than  on  account 
of  the  legitimate  terror  which  the  philosopher  reckons  as  | 
essential  to  tragedy.  \ 

And  this  ought  not  to  have  been  named  terror  at  aH 
The  word  which  Aristotle  uses  ^  means  fear ;  fear  and  pity* 
he  says,  should  be  evoked  by  tragedy,  not  pity  and  terror. 
It  is  true  that  terror  is  a  species  of  fear,  it  is  a  suddoi 
overwhelming  fear.  But  this  veiy  suddenness,  this  sur- 
prise which  is  included  in  the  idea  of  terror,  plainly 
proves  that  those  who  here  substituted  the  word  tenor 
for  fear,  did  not  comprehend  at  all  what  kind  of  fear 
Aristotle  meant.  .  .  . 

Aristotle  says:  "Pity  demands  a  person  who  sufifeis  - 
undeserved  calamity  and  fear  requires  him  to  be  one  of  I 
ourselves.  The  villain  is  neither  the  one  nor  the  other;  t 
hence  his  misfortunes  can  excite  neither  the  one  nor  the  * 
other."  \ 

Fear  has,  as  I  have  said,  been  interpreted  as  terror  by 
our  modem  translators  and  expositors,  and  by  this  substi-    i 
tution    they  succeed  in  picking  the  strangest  quarrel    < 
imaginable  with  the  philosopher.  1 

One  of  this  herd  speaks  thus:^  *'It  has  not  been  * 
possible  to  agree  about  the  explanation  of  terror,  and  | 
indeed  it  contains  in  every  respect  a  link  too  many  which  i 
hampers  its  universality  and  limits  it.  If  Aristotle  under-  1 
stands  by  his  addition  *  one  of  ourselves  *  merely  the  J 
similarity  of  mankind,  merely  that  both  the  spectator  and 
the  actor  are  human  beings,  even  supposing  that  theil    ^ 

*  In  Gap.  xiii  Poetios.  i 

*  Herr  Schmidt  in  his  preface  to  *  The  Oomio  Theatre/ 

t 
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character,  worth,  and  social  standing  were  widely  diflFerent, 
this  remark  was  needless  since  it  followed  as  a  matter  of 
course.  But  if  he  was  of  opinion  that  only  virtuous  per- 
sons, or  such  as  were  afflicted  by  a  pardonable  fault  could 
excite  terror,  then  he  was  in  the  wrong,  for  reason  and 
experience  are  opposed  to  him.  Terror  springs  incontest- 
ably  from  our  feelings  of  humanity,  for  every  human 
being  is  subject  to  it  and  every  human  being  is  by  means 
of  tlus  feeling  touched  at  the  adverse  fortunes  of  another 
man.  It  is  possible  that  there  may  be  persons  who  deny 
this  of  themselves,  but  such  a  denial  would  be  a  renuncia- 
tion of  their  natural  sensibility  and  hence  a  mere  boast 
that  springs  from  perverted  principles,  but  no  refutation. 
Now  therefore  if  a  dreadful  event  should  unexpectedly 
befall  even  a  vicious  person  who  has  shortly  before 
engaged  our  attention,  we  should  immediately  forget  his 
vices  and  see  in  him  merely  the  human  being.  The  mere 
aspect  of  human  misery  in  general  makes  us  sad,  and  the 
sudden,  sad  emotions  that  would  be  thus  evoked,  these  are 
terror." 

Quite  true,  only  not  rightly  placed.  For  what  does  this 
prove  against  Aristotle  ?  Nothing  at  all.  Aristotle  does 
not  think  of  this  terror  when  he  speaks  of  fear  which  can 
be  excited  in  us  only  by  the  misfortunes  of  our  equals. 
This  terror  which  seizes  us  at  the  sudden  sight  of  a 
suffering  that  threatens  another,  is  a  compassionate  terror 
and  therefore  comprehended  under  the  term  of  pity. 
Aristotle  would  not  say  pity  and  fear,  if  under  fear  he 
understood  nothing  more  than  a  mere  modification  of 
compassion. 

The  author  of  the  *  Letters  on  the  Emotions '  ^  says  "  Pity 
is  a  complex  emotion,  composed  out  of  love  for  an  object 
and  displeasure  caused  by  its  misery.  The  movements  by 
which  compassion  evinces  itself  are  distinguishable  from 
the  simple  symptoms  of  love  as  well  as  from  those  of  dis- 
pleasure, for  compassion  itself  is  a  mere  manifestation.  But 
how  varied  can  this  manifestation  be  I  Let  us  change  the 
one  limitation  of  time  in  a  commiserated  misfortune,  and 
compassion  will  be  shown  by  totally  different  signs.     We 

*  Moses  Mendelsaohn. 
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feel  a  oompassionate  mourning  with  Electra  weeping  orer 
her  brother's  nm,  for  she  thinks  the  misfortune  has  taken 
place  and  bewails  the  loss  she  has  sustained.    Wliat  we  feel 
at  the  sight  of  Philoktetes'  suffering  is  likewise  compassion, 
but  of  a  different  nature,  because  the  torments  erustained 
by  this  virtuous  man  are  present  and  befall  him  before  our 
eyes.    But  when  (Edipus  is  terrified  at  the  sudden  dSnou- 
ment  of  the  great  secret,  when  Monime  is  alarmed  at  seeing 
the  jealous  Mithridates  grow  pale,  when  virtuona  Desde- 1 
mona  is  afraid  on  hearing  threatening  speech  fix)m  lier  I 
Othello  who  was  wont  to  be  so  tender,  what  is  it  we  ftd  ' 
then  ?    Always  the  same  compassion ;  but  compassionate  I 
terror,  compassionate  alarm,  oompassionate  fear.     The 
movements  are  various,  but  the  essence  of  the  emotion  is 
in  all  cases  the  same.    For  as  all  love  is  connected  with  » 
willingness  to  put  ourselves  in  the  place  of  the  beloved 
object,  so  we  must  share  all  kinds  of  suffering  with  tiiem, 
which  is  very  expressively  termed  compassion.   Why  then 
should  not  fright,  terror,  rage,  jealousy,  revenge,  in  fiwt 
all  forms  of  unpleasant  emotions,  even  envy  not  excepted, 
spring  from  compassion?    We  may  see  hereby  how  awk- 
wardly the  greater  part  of  the  art  critics  have  divided 
tragic  passions  into  terror  and  compassion.     Terror  and  I 
compassion!     Is  then  theatrical   terror  no  compassion?   \ 
For  whom  does  the  spectator  start  when  Merope  draws    ' 
the  dagger  upon  her  own  son  ?    Surely  not  for  himself  4 
but  for  JEgisthus,  whose  preservation  we  so  sincerely    ' 
desire;  for  the  deluded  queen  who  regards  him  as  the 
murderer  of  her  son.     But  if  we  only  intend  to  call  com-    ' 
passion  the  displeasure  felt  at  the  present  misfortunes  of    » 
another,  it  will  be  needful  to  distinguish  from  compassion 
properly  so  called,  not  only  terror  but  all  other  feelings 
communicated  to  us  by  another  person," 

No.  76. 

These  ideas  are  so  correct,  so  clear,  so  luminous  that  it 
seems  to  us  every  one  might  and  ought  to  have  had  them. 
Nevertheless  I  will  not  attribute  the  acute  observations  of 
the  new  philosojiher  to  the  ancient  one ;  I  am  too  well 
acquainted  with  the  merits  of  the  doctrine  of  mixed  sensa- 
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tions  enimciated  by  this  modem  philosoplier  and  for  the 
true  theory  of  which  we  are  indebted  to  him  alone.  But  of 
that  which  he  has  explained  so  excellently  Aristotle  may 
have  been  on  the  whole  sensible,  at  least  it  is  quite  un- 
deniable that  Aristotle  must  either  have  believed  that  a 
tragedy  could  or  should  excite  nothing  but  genuine  com- 
passion, nothing  but  displeasure  at  the  present  misfor- 
tunes of  another,  which  we  can  hardly  suppose,  or  he 
must  have  comprehended  under  the  word  compassion  all 
passions  in  general  that  can  be  communicated  to  us  by 
another.^ 

For  it.  is  certainly  not  Aristotle  who  has  made  the 
division  so  justly  censured  of  tragic  passions  into  terror 
and  compassion.  He  has  been  falsely  interpreted,  falsely 
translated.  He  speaks  of  pity  and  fear^  not  of  pity  and 
terror  I  and  his  fear  is  by  no  means  the  fear  excited  in  us 
by  misfortune  threatening  another  person.  It  is  the  fear 
which  arises  for  ourselves  from  the  similarity  of  our 
position  with  that  of  the  suflFerer ;  it  is  the  fear  that  the 
calamities  impending  over  the  sufferers  might  also  befall 
ourselves;  it  is  the  fear  that  we  ourselves  might  thus 
become,  objects  of  pity.  In  a  word  this  fear  is  compassion 
referred  back  to  ourselves. 

Aristotle  alw:ays  requires  to  be  interpreted  through  him- 
self. Whoever  intends  to  furnish  us  with  a  new  commen- 
tary to  his  *  Poetics,'  which  shall  distance  that  of  Dacier, 
him  I  would  advise  before  all  else  to  read  the  complete 
works  of  the  philosopher  from  beginning  to  end.  He  will 
find  explanations  of  Poetics  where  he  least  expects  them, 
most  especially  must  he  study  the  books  of  Ehetoiic  and 
Ethics.  Now  we  imagine  that  the  schoolmen  so  well 
versed  in  the  writings  of  Aristotle  would  have  found  these 
explanations  long  ago.  But  his  'Poetics'  was  the  very 
work  of  which  they  took  the  least  notice.  Then  also  they 
were  wanting  in  other  knowledge  without  which  these 
explanations  could  not  have  borne  fruit ;  they  were  not 
acquainted  either  with  the  theatre  or  its  masterpieces. 

The  correct  explanation  of  this  fear  with  which 
Aristotle  combines  the  tragic  pity  is  to  be  found  in  the 
fifth  and  eighth  chapter  of  the  second  book  of  Ehetoric.  It 
would  not  have  been  very  difficult  to  have  recalled  these 
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chapters  and  yot  not  one  of  his  expositors  seems  to  ha^e 
recollected  them,  at  least  not  one  of  them  has  made  that  j 
use  of  them  which  they  afford.  For  even  those  who  I 
without  them  perceived  that  this  fear  could  not  be  com-  * 
passionate  terror,  might  yet  have  learnt  an  important  fisMst  | 
therefrom,  namely,  the  reason  why  the  Stagyrite  added  J 
fear  to  compassion,  why  fear  alone  and  no  other  passion,  | 
and  why  not  several  passions.  Of  this  reason  they  know  J 
nothing,  and  I  should  like  to  hear  what  answer  their  own  * 
intelligence  would  suggest  to  them  if  they  were  asked,  for 
instance,  why  tragedy  could  not  and  should  not  excite  in 
us  compassion  and  admiration  as  well  as  compassion  and 
fear? 

All  this  depends  on  the  conception  Aristotle  had  of 
compassion.  It  was  his  opinion  that  the  misfortune  that 
becomes  the  object  of  our  compassion  must  necessarily  be 
of  such  a  nature  that  we  can  fear  it  might  happen  as  well 
to  us  or  ours.  Where  this  fear  is  not  present  compassion 
does  not  arise.  For  neither  he  whom  misfortune  has 
oppressed  so  heavily  that  he  no  longer  sees  any  cause  to 
be  afraid  of  any  further  ills,  nor  he  who  believes  himself 
so  fortunate  that  he  cannot  "comprehend  whence  any  mis- 
fortune could  befall  him,  neither  the  desperate  man,  nor 
the  arrogant  one,  is  in  the  habit  of  feeling  compassion 
for  others.  Therefore  Aristotle  explains  that  which  is 
fearful  and  that  which  merits  pity  by  means  of  one 
another.  All  that,  he  says,  is  fearftil  to  us,  which  if  it  had 
happened  to  another,  or  were  to  happen  to  him,  would 
excite  our  pity  ;^  and  we  find  all  that  worthy  of  our  com- 
passion, wluch  we  should  fear  if  it  were  threatening  us. 
It  would  not  therefore  be  enough  that  the  imfortunate 
person  who  excites  our  compassion  does  not  deserve 
his  misfortunes;  he  may  have  drawn  them  down  upon 
himself  by  his  own  weakness,  his  tortured  innocence  or 
rather  his  too   severely  punished  guilt  would  lose  its 

*  *flj  8*  a^A,df  €htty,  <f>ofi€pd  icrriv,  5<ro  4^*  Mpcty  yiv6/itva  1^  fi4K' 
\orra  4\t€ivd  icrriv,  I  do  not  kuow  what  came  to  iOmiliuB  Portus  in 
his  edition  of  the  Bhetorio  (SpirsB,  1598,)  when  he  rendered  this; 
»'  Denique  ut  simpliciter  loquar,  formidabilia  sunt,  qnieounque  simulac 
in  aliorom  potestatem  venerunt,  vel  ventura  sunt."  It  ought  aimplf 
to  read,  **  qussounque  aliis  eyeneruiit,  vol  evontura  sunt." 
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effect  upon  ns,  would  be  incapable  of  awakening  our  pity 
if  we  saw  no  possibility  that  his  sufferings  might  ever  be- 
fall us.  But  this  possibility  arises,  and  becomes  the  more 
probable,  if  the  poet  does  not  make  him  out  to  be  worse 
than  mankind  in  general,  if  he  lets  him  think  and  act  as 
we  should  have  thought  and  acted  in  his  position,  or  at 
least  as  we  might  have  thought  and  acted ;  in  short,  if  he 
portrays  him  as  one  of  ourselves.  From  similarity  arises 
the  fear  that  our  destiny  might  as  easily  become  like  his 
as  we  feel  ourselves  to  be  Hke  him,  and  this  fear  it  is 
which  would  force  compassion  to  full  maturity. 

Such  was  Aristotle's  conception  of  compassion,  and  only 
thence  can  the  true  reason  be  deduced  why  next  to  com- 
passion he  only  mentioned  fear  in  his  definition  of  tragedy. 
It  is  not  that  this  fear  is  a  passion  independent  of  pity, 
which  might  be  excited  now  with  pity  and  now  without 
it  in  the  same  way  as  pity  can  be  excited  now  with  and 
now  without  fear.  This  was  Comeille's  error,  but  this 
was  not  Aristotle's  reason,;  according  to  his  definition  of 
compassion  it  of  necessity  included  fear,  because  nothing 
could  excite  our  compassion  which  did  not  at  the  same 
time  excite  our  fear. 

Comeille  had  already  written  all  his  plays  before  he 
sat  down  to  annotate  Aristotle's  '  Poetics.*  ^  For  more 
than  fifty  years  he  had  laboured  for  the  stage  and  after 
Biich  experience  he  might  tmqueBtionably  have  given  us 
much  valuable  information  concerning  the  ancient  dra- 
matic code  if  he  had  only  studied  it  a  little  more  diligently 
during  the  time  of  his  labour.  He  appears  to  have  done 
this  only  in  so  far  as  the  mechanical  rules  of  dramatic  art 
were  concerned.  He  left  essential  points  disregarded  and 
when  he  found  at  the  end  that  he  had  sinned  against 
Aristotle,  which  nevertheless  he  had  not  wished  to  do,  he 
endeavoured  to  absolve  himself  by  means  of  explanations 
and  caused  his  pretended  master  to  say  things  which  he 
never  thought. 

'  He  says:  ^Je  hasarderai  qnelqite  ohose  sur  cinquaTite  ans  de 
travail  pour  la  sc^ne/'  in  his  dissertation  on  Drama.  His  first  play, 
•  Melite,'  dates  from  1625,  and  his  last,  *  Surena,'  from  1675,  which 
makes  exactly  fifty  years,  so  that  it  is  certain  that  in  his  exposition 
of  Aristotle  he  was  able  to  have  an  eye  to  all  his  plays. 
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Comeille  liad  brought  martyrs  upon  the  stage  and  had 
represented  them  as  the  most  perfect,  blameless  beings :  he 
had  produced  the  most  loathsome  monsters  in  Pmsias, 
Phocas,  and  Cleopatra  and  of  both  these  species  Aristotle 
has  maintained  they  are  unsuitable  for  tragedy,  because 
neither  can  excite  pity  nor  fear.  What  does  (Tomeille  say 
to  this  ?  How  does  he  manage  that  neither  his  own  dignity 
nor  the  authority  of  Aristotle  has  to  suffer  from  such  a 
contradiction  ?  ^ 

"  We  can  easily  come  to  terms  with  Aristotle.  We 
need  only  presume  that  he  did  not  mean  to  Tnfjipt^in 
that  both  means,  terror  and  compassion,  were  required  at 
the  same  time  to  effect  the  purification  of  our  passions, 
which  according  to  him  is  the  chief  aim  of  tra^dy,  but 
that  one  of  these  means  would  be  sufficient.  We  may 
confirm  this  explanation  from  his  own  works,  if  we  rightly 
weigh  the  reasons  he  gives  for  the  exclusion  of  such  events 
as  he  censures  in  tragedies.  He  never  says  this  or  that  is 
not  suited  to  tragedy  because  it  only  excites  compassion 
and  no  fear,  or  that  such  a  thing  is  insupportable  because 
it  only  excites  fear  without  awakening  compassion.  On 
the  contrary  he  rejects  them  on  that  account  because  as 
he  says  they  neither  produce  compassion  nor  fear,  and  he 
thus  shows  us  that  they  displeased  him  because  they 
lacked  both,  and  that  he  would  not  deny  them  his  approval 
if  they  effected  only  one  of  these."  , 

No.  76. 

Now  this  is  utterly  false.  I  cannot  marvel  enough  how 
Dacier  who  is  usually  very  observant  of  the  distortions 
that  Comeille  practised  on  Aristotle's  text  for  his  own 
ends  could  overlook  this,  the  greatest  of  all.  True  how 
could  he  avoid  overlooking  it  since  he  never  consulted  the 
philosopher's  own  explanation  of  compassion  ?  As  I  have 
said  what  Comeille  imagines  is  utterly  false.  Aristotle 
cannot  have  meant  this,  or  we  should  have  to  believe 
that  he  could  forget  his  own  explanation,  we  should  have 
to  believe  he  could  contradict  himself  in  the  most  flagrant 

•  "  n  est  aise  do  nous  accommoder  avec  Aristote,"  &o. 
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manner.  If,  according  to  his  doctrine,  the  misfortunes  of 
another  which  we  do  not  fear  for  ourselves  cannot  awaken 
our  pity,  he  could  not  be  satisfied  with  any  tragedy  which 
excites  pity  alone  and  no  fear,  because  he  deemed  such  a 
matter  an  impossibility;  duch  actions  did  not  exist  for 
him.  He  believed  that  events  capable  of  awakening  our 
compassion,  must  at  the  same  time  awaken  our  fear,  or 
rather,  by  means  of  this  fear,  they  awaken  compassion. 
Still  less  could  he  have  conceived  the  action  of  a  tragedy, 
which  might  excite  our  fear  without  awakening  our  com- 
passion, for  he  was  convinced  that  all  which  excited  fear 
for  ourselves  must  awaken  our  compassion  too  as  soon  as 
we  saw  it  threaten  or  befall  others,  and  this  is  the  case  in 
tragedy,  where  we  see  all  the  evils  which  we  fear,  hap- 
pening to  others  and  not  to  ourselves. 

It  is  true  that  when  Aristotle  speaks  of  the  actions  that 
are  not  suited  to  tragedy,  he  several  times  uses  the 
expression  that  they  excite  neither  compassion  nor  fear, 
but  so  much  the  worse  for  Corneille  if  he  was  misled  by 
this  neither,  nor.  These  disjunctive  particles  do  not 
always  express  what  he  makes  them  express.  For  if  we 
deny  two  or  more  qualities  to  an  object  by  means  of  these 
particles,  the  existence  of  the  object,  notwithstanding  that 
one  or  the  other  of  the  things  are  wanting  to  it,  depends 
on  whether  these  things  can  be  separated  in  nature  as  we 
separate  them  in  the  abstract  and  by  means  of  the  symbolic 
expression.  For  example,  if  we  say  of  a  woman  that  she 
is  neither  handsome  nor  witty,  we  certainly  mean  to  say 
that  we  should  be  satisfied  if  she  possessed  either  of  these 
attributes ;  for  wit  and  beauty  can  be  separated  not  only 
in  thought  but  they  are  separated  in  reality.  But  if  we 
say,  this  man  believes  neither  in  heaven,  nor  in  hell,  do  we 
mean  to  say  thereby  that  we  should  be  satisfied  if  he 
believed  in  one  of  them,  if  he  only  believed  in  heaven  and 
no  hell,  or  in  hell  and  no  heaven  ?  Surely  not,  for  who- 
ever believes  the  one,  must  needs  believe  the  other; 
heaven  and  hell,  punishment  and  reward  are  relative 
terms ;  if  the  one  exists,  so  does  the  other.  Or  to  draw 
an  illustration  from  an  allied  art,  when  we  say,  this 
picture  is  good  for  nothing,  it  has  neither  outline  nor 
colour,  do  we  mean  to  say  by  this  that  a  good  painting 
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could  exist  with  either  of  the  two  alone?    This  is  very 
clear. 

But  how  if  the  definition  that  Aristotle  gives  of  com- 
passion were  false  ?  How  if  we  could  feel  compassion  with 
evils  and  misfortunes  that  we  have  in  no  wise  to  fear  for 
ourselves? 

It  is  true  we  do  not  require  the  element  of  fear  to  feel 
displeasure  at  the  physical  sufferings  of  a  person  whom  we 
love.  This  displeasure  arises  merely  from  our  perception 
of  the  imperfection,  as  our  love  arises  from  the  perception 
of  the  perfections  of  the  individual,  and  from  this  fusion 
of  pleasure  and  displeasure  arises  the  mixed  sensation  we 
call  compassion. 

But  granting  this  I  do  not  believe  that  I  shall  be  obliged 
to  forsake  Aristotle's  cause. 

For  if  we  can  feel  compassion  for  others  without  fear 
for  ourselves  it  remains  incontestable  that  our  compassion, 
strengthened  by  this  fear,  becomes  far  more  vivid  and 
intense  than  it  would  be  without  it.  Then  what  hinders 
us  from  assuming  that  the  mixed  sensation  evoked  by  iJie 
physical  sufferings  of  a  beloved  object  can  alone  be  elevated 
to  that  height  where  it  deserves  to  be  called  affection  by 
adding  to  it  the  element  of  fear  for  ourselves. 

This  was  what  Aristotle  really  assumed,  he  did  not 
regard  compassion  according  to  its  primary  emotions,  he 
regarded  it  merely  as  an  effect.  Without  mistaking  the 
former  he  only  denies  to  the  spark  the  name  of  flame. 
Compassionate  emotions  unaccompanied  by  fear  for  our- 
selves, he  designates  philanthropy,  and  he  only  gives  the 
name  of  compassion  to  the  stronger  emotions  of  this  kind 
which  are  connected  with  fear  for  ourselves.  Now  though 
he  maintains  that  the  misfortunes  of  a  villain  excite 
neither  our  compassion  nor  our  fear,  he  does  not  therefore 
deny  that  the  spectacle  could  awaken  emotion  in  us.  The 
villain  is  still  a  man,  a  human  being  who  for  all  his  moral 
imperfections  possesses  perfections  enough  to  raise  the  wish 
in  us  not  to  witness  his  ruin  and  destruction,  and  arouses  in 
us  an  emotion  nearly  allied  to  compassion,  the  elements  as 
it  were  of  compassion.  But  as  I  have  said  Aristotle  does 
not  call  these  emotions  allied  to  compassion,  compassion, 
but  philaniihropy.    He  says:    "We  must  not  permit  a 
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• 
villain  to  pass  from  unfortunate  to  fortunate  circumstances, 
for  nothing  can  be  more  untragical ;  it  then  has  nothing 
of  all  that  it  ought  to  have,  it  awakens  neither  philan- 
thropy, pity,  nor  fear.  Neither  must  it  be  an  utter  villain 
who  passes  from  happy  to  unhappy  conditions.  Such  an 
event  may  indeed  excite  philanthropy,  but  neither  com- 
passion nor  fear."  I  know  of  nothing  more  bald  and 
absurd  than  the  common  rendering  of  the  word  philan- 
thropy. Its  adjective  is  usually  translated  into  Latin  by 
"  hominibus  gratum ;"  into  French  by  "  ce  qui  peut  faire 
quelque  plaisir  ";  and  into  German  by  "  what  may  give 
pleasure"  (was  Vergnugen  machen  kann).  So  far  as  I  can 
discover,  only  Goulston  appears  not  to  have  mistaken  the 

Ehilosopher's  meaning ;  he  translated  <^tXav^p<iMrovby  "  quod 
umanitatis  sensu  tangat."  For  under  this  meaning  of 
philanthropy  is  comprehended  the  feeling  that  even  the 
misfortunes  of  a  criminal  can  evoke,  it  is  not  joy  at  his 
merited  punishment  that  is  understood,  but  the  sympa- 
thetic feeling  of  humanity  which  is  awakened  in  us  at  the 
moment  of  his  suffering  in  spite  of  our  consciousness  that 
his  sufferings  are  nothing  but  his  desert.  Herr  CurtiuB 
indeed  would  limit  these  compassionate  emotions  felt  for 
a  suffering  villain  to  a  certain  species  of  evils.  He  says : 
"  Those  accidents  to  the  vicious  which  excite  neither  pity 
nor  fear  in  us,  must  be  the  consequences  of  their  vices ; 
for  if  they  happened  to  them  by  chance,  or  innocently,  they 
still  retain  in  the  hearts  of  the  spectators  the  privileges 
of  humanity  which  does  not  deny  its  compassion  to  a 
villain  who  suffers  innocently,"  feut  he  does  not  seem 
sufficiently  to  have  considered  this.  For  even  when  the 
misfortune  befalling  a  villain  is  the  immediate  conse- 
quence of  his  crimes,  we  still  cannot  help  suffering  with 
him  at  the  sight  of  his  punishment. 

The  author  of  the  *  Letters  on  the  Sensations '  says : 
"Behold  yonder  multitude  that  crowds  around  a 
condemned  criminal.  They  have  heard  of  all  the  horrors, 
the  vices  he  has  committed,  they  have  detested  his 
wicked  course  of  life,  they  have  probably  hated  him 
himself.  Now  he  is  dragged  pale  and  fainting  to  the 
terrible  scaffold.  The  people  press  through  the  crowd, 
stand  on  tiptoe,  climb  tiie  roofs  to  see  how  his  features 
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become  distorted  in  death.  The  verdict  is  spoken,  tiie 
hangman  approaches,  one  moment  more  will  decide  Ids 
destiny.  How  earnestly  do  all  the  hearts  now  wish  him 
pardoned.  What  I  pardoned?  he,  the  object  of  their 
detestation?  he,  whom  a  moment  before  they  would 
themselves  have  sentenced  to  death?  Whereby  has  a 
spark  of  humanity  been  rekindled  in  them?  Is  it  not 
the  close  approach,  of  punishment,  the  sight  of  the  most 
terrible  physical  ill  that  reconciles  us  again  even  with  this 
vile  wretch  and  wins  him  our  affection  ?  Without  love  \ 
it  would  be  impossible  to  have  compassion  on  his  fete." 

And  it  is  this  love,  say  I,  which  we  can  never  entirely 
lose  towards  our  fellow-creatures,  which  smoulders  inextin- 
guishably beneath  the  ashes  by  which  our  stronger 
emotions  are  covered,  and  which  only  awaits  a  favourable 
gust  of  wind  from  misfortune,  grief  and  crime  to  be 
blown  into  the  flame  of  compassion ;  it  is  this  love  which 
Aristotle  understands  under  the  name  philanthropy.  We 
are  right  when  we  comprehend  it  as  included  under  the 
name  of  compassion.  But  Aristotle  was  not  wrong  when 
he  assigned  to  it  a  distinct  name,  to  distinguish  it  from 
the  highest  grade  of  compassionate  emotions  in  which 
they  become  affections  by  the  addition  of  a  possible  fear 
for  ourselves. 

No.  77. 

We  must  here  meet  an  objection.  If  Aristotle's  con- 
ception of  the  effect  of  compassion  was  that  it  was 
necessarily  connected  with  fear  for  ourselves,  why  was  it 
requisite  to  have  mentioned  fear  by  itself?  The  word 
compassion  includes  it  already  and  it  would  have  sufficed 
if  he  had  merely  said,  tragedy  is  to  effect  the  purification 
of  our  passions  by  the  excitation  of  our  pity.  The 
addition  of  the  word  fear  says  nothing  more  and  makes 
that  which  he  says,  ambiguous  and  uncertain. 

I  reply,  if  Aristotle  had  merely  intended  to  teach  us 
which  passions  tragedy  could  and  should  excite,  he  then 
could  certainly  have  spared  himself  the  addition  of  fear 
and  would  beyond  doubt  have  done  so,  for  never  was 
there  philosopher  who  so  spared  words  as  he  did.  But 
he  desired  to  teach  us  at  the  same  time  which  of  the 
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passions  excited  in  ns  by  tragedy  should  be  purified  and 
in  this  intention  he  was  obliged  to  mention  fear  separ- 
ately. For  although  according  to  him  the  sensation  of 
compassion  cannot  exist  either  in  or  out  of  the  theatre 
without  fear  for  ourselves,  although  fear  is  a  needful 
ingredient  of  compassion  yet  this  does  not  hold  good 
conversely,  and  pity  for  others  is  no  ingredient  of  fear 
for  ourselves.  When  once  the  tragedy  is  ended,  our  pity 
ceases,  and  nothing  remains  in  us  of  all  the  experienced 
emotions  but  the  possible  fear  for  ourselves  which  the 
misfortunes  we  have  pitied  have  awakened  in  us.  This 
fear  we  carry  away  with  us,  and  as  it  helps  as  an 
ingredient  of  pity  to  purify  our  pity,  it  now  helps  to 
purify  itself  as  a  passion  capable  of  independent  con- 
tinuous existence.  Consequently  to  show  that  it  could 
do  this  and  really  does  it,  Aristotle  deemed  it  necessary 
to  name  it  separately. 

It  is  incontestable  that  Aristotle  never  contemplated 
giving  a  sharp  logical  definition  of  tragedy,  for  without 
limiting  himself  to  its  merely  essential  qualities,  he 
admitted  several  accidental  ones  that  had  become  neces- 
sary  by  the  customs  of  his  day.  But  when  we  deduct 
these  and  reduce  the  other  distinctive  features,  there 
remains  a  perfectly  accurate  definition,  namely  this,  that 
a  tragedy  is  a  poem  which  excites  compassion.  According 
to  its  genus  it  is  the  imitation  of  an  action,  like  the  epopee 
and  comedy,  but  according  to  its  species,  the  imitation  of 
an  action  worthy  of  compassion.  From  these  two  defini- 
tions all  the  rules  can  be  perfectly  deduced  and  even  its 
dramatic  form  may  be  determined. 

This  latter  statement  may  be  doubted.  At  least  I 
know  no  art  critic  who  ever  dreamed  of  attempting  this. 
They  all  regard  the  dramatic  form  of  tragedy  as  some- 
thing traditional,  which  is  so  nowadays  because  it  is  so, 
and  which  is  left  so  because  it  is  held  to  be  good. 
Aristotle  alone  has  penetrated  to  the  cause,  but  in  his 
explanation  he  has  rather  presupposed  it  than  clearly 
explained  it.  He  says  :  "  Tragedy  is  the  imitation  of  an 
action — which  not  by  the  means  of  narration  but  by  the 
means  of  pity  and  fear  effects  the  purification  of  these  and 
bimilar  passions."     It  is  thus  that  he  expresses  himself. 
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word  for  word.  Who  is  not  struck  by  tliis  curiouB 
antithesis :  "  not  by  the  means  of  narrative  but  by  the 
means  of  pity  and  fear."  Pity  and  fear  are  the  means 
employed  by  tragedy  to  attain  its  end,  a  narrative  can 
only  refer  to  the  manner  how  to  employ  or  not  to  employ 
these  ways  and  means.  Does  it  not  seem  as  if  Aristotle 
had  left  a  hiatus  here  ?  Does  it  not  seem  as  if  the  proper 
antithesis  of  narrative,  which  here  is  dramatic  form,  is 
lacking?  But  what  is  it  the  translators  do  with  the 
hiatus  ?  One  of  them  carefully  walks  round  it,  the  other 
fills  it  in,  but  merely  with  words.  None  of  them  see 
anything  further  in  it  than  a  careless  construction  of 
words  to  which  they  do  not  deem  it  necessary  to  pay  any 
attention,  provided  they  can  render  the  meaning  of  the 
philosopher.  Dacier  translates  dHune  action — qui  sans  le 
secours  de  la  narration,  par  le  moyen  de  la  compassion  etdela 
terreur,  &c.,  and  Curtius  "  of  an  action  which  not  by  the 
relation  of  the  poet  but  by  the  representation  of  the 
action  itself  purifies  us  from  the  faults  of  the  represented 
passions,  by  means  of  terror  and  pity."  Very  good; 
both  say  what  Aristotle  means  to  say,  only  they  do 
not  say  it  a^  he  said  it.  And  all  depends  upon  this  as, 
for  it  is  not  merely  a  careless  construction  of  words. 
Briefly  the  matter  stands  thus.  Aristotle  perceived  that 
pity  necessarily  required  a  present  evil,  that  evils  which 
happened  long  ago  or  threaten  in  the  distant  future  are 
not  at  all  commiserated  by  us  or  at  any  rate  not  as  much 
as  present  ones  and  that  it  was  consequently  necessary  to 
represent  the  action  which  is  to  arouse  our  pity  not  as 
past  but  as  present— that  is  to  say,  not  in  the  narrative 
but  in  the  dramatic  form.  This  alone  that  our  pity  is 
excited  little  or  not  at  all  by  narrative  and  solely  and 
alone  by  the  actual  sight,  this  justifies  him  in  substituting 
in  his  definition  the  thing  itself  in  place  of  the  form  of 
the  thing,  because  the  thing  itself  is  only  capable  of  this 
form.  Had  he  deemed  it  possible  that  our  pity  could  be 
excited  by  narration  it  would  indeed  have  been  a  very 
faulty  leap,  when  he  said  "  not  by  narrative  but  by  pity 
and  fear."  But  since  he  was  convinced  that  pity  and  fear 
could  alone  be  excited  in  imitation  by  means  of  the 
dramatic  form,  he  was  fully  justified  in  taking  this  leap 
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for  the  sake  of  brevity.  For  this  I  refer  to  the  before- 
mentioned  ninth  chapter  of  the  second  book  of  Rhetoric.^ 

Now  with  reference  to  the  moral  aim  accorded  to  tragedy 
by  Aristotle,  and  which  he  deemed  needful  to  include  in 
his  definition,  it  is  well  known  what  controversy  has  been 
occasioned  by  it,  especially  in  modem  times. 

I  venture  to  undertake  to  prove  that  all  who  have  de- 
clared themselves  against  it  have  not  understood  Aristo.tle. 
They  have  all  substituted  their  own  ideas  for  his  before 
they  knew  for  certain  what  they  were.  They  quarrel 
about  whims,  which  they  create  themselves,  and  imagine 
they  have  indisputably  confuted  the  philosopher  when 
they  have  merely  confuted  the  cobwebs  of  their  own  brains . 
I  cannot  enter  just  now  into  a  more  detailed  discussion  of 
this  matter,  only  in  order  that  I  may  not  appear  to  speak 
without  proof,  I  will  make  two  observations : — 

1.  They  make  Aristotle  say  "  tragedy  is  to  purify  us  by 
means  of  terror  and  pity  from  the  faults  of  the  passions 
lepresented."  The  passions  represented?  Then  I  suppose 
if  the  hero  is  rendered  unhappy  by  curiosity  and  ambition, 
by  love  or  anger,  it  is  our  curiosity,  our  ambition,  our 
love,  our  anger,  that  tragedy  is  meant  to  purify?  This 
never  entered  Aristotle's  mind;,  in  this  manner  these 
gentlemen  have  good  fighting  ground ;  their  imagination 
changes  windmills  into  giants,  they  tilt  towards  them 
in  the  certain  hope  of  victory,  and  pay  no  attention  to 
Sancho  who  has  nothing  further  than  sound  common- 
sense,  and  ambling  on.  his  peaceable  animal  calls  after 
them  not  to  be  in  such  a  hurry  and  just  open  their  eyes 
a  little.  Twv  toiovtwv  Tra^iy/u-aTwv  says  Aristotle,  and  that 
does  not  mean  the  represented  passions;  they  ought  to 
have  translated  this  by  "  these  and  such  like, '  or  by  the 
awakened  passions.  This  tolovtwv  refers  only  to  the  pre- 
ceding pity  and  fear ;  tragedy  should  excite  our  pity  and 
fear  to  purify  these  and  such  like  passions,  but  not  all 
passions  without  distinction.  But  he  says  tolovtwv  and 
not  TovTwv,  these  and  such  like,  and  not  only  these,  to  show 

'  *Eir€l  8*  iYY^s  <paiv6fi€va  ri  xdOrij  iXetivd  €i<ri,  rh  Bh  fivptocrhv  frof 
y^ySfievaj  ^  icSfievOf  oUr*  i\irl(ovTeSf  oihe  fj.€fiV7)fj.€voif  ^  5Awj  oIk  i\4ovcriP 
^  oifx  tfioiwSy  ii.v6.yKH  rohs  crvvaK€pya(ofj.4vov5  crx^fiacri  koI  ifxiovcus  koI 
iffdrjTij  Koi  h\as  tJ  (nroKpia'€ij  i\t€ivoTipovs  elyai, 
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that  he  coniprchoHded  by  pity  not  niei^ly  pity  properly 
so  called  but  all  philanthropio  emotions  in  -general,  and 
by  fear  not  merely  the  displeasure  at  impending^  ©vil,  but 
every  kind  of  displeasure  related  to  it,  thus  the  didpleaBure 
experienced  from  a  past  evil  as  well  as  from,  a  present  one, 
soiTOw  and  grief.  In  this  large  compass  the  pity  and  fear 
excited  by  tragedy  is  to  purify  our  pity  and  fear,  but  only 
these  and  no  other  passions.  Beyond  doubt  traigedy  may 
furnish  other  useful  lessons  and  examples  besides  these, 
and  purify  other  passions,  but  these  are  not  its  aim  ;  these 
it  has  in  common  with  the  epopee  and  comedy,  in  so  far  as  it 
is  a  poem,  the  imitation  of  an  action  in  general,  bttt  not  in 
so  far  As  it  is  a  tragedy,  the  imitation  of  an  action  worthy 
of  pity.  All  species  of  poetry  are  intend^  to  improve  us ; 
it  is  sadihat  it  should  be  necessary  to  have  to  <  prove  this, 
still  sadder  that  there  are  poets  who  even  doubt  .it.  But 
all  species  of  poetry  cannot  improve  all  things,  at  least 
not  everyone  as  perfectly  as  another,  but  what  each  can 
improve  most  perfectly,  and  better  than  any  other  species 
— that  alone  is  its  peculiar  aim. 


No.  78. 

2.  As  the  adversaries  of  Aristotle  paid  no  attention  to  ^i 
what  kind  of  passions  he  meant  to  purify  in  us  by  the  j 
means  of  pity  and  fear  in  tragedy,  it  was  very  natural  i 
that  they  should  be  in  error  as  to  the  purification  itself.  I 
At  the  close  of  his  Politics,  when  Aristotle  is  speaking  of  j 
the  purification  of  passions  by  means  of  music  he  promises  J 
to  treat  of  this  purification  in  detail  in  his  Poetics.  Comeille 
saj's,  "  Because  we  find  nothing  at  all  about  this  matter  in  [ 
the  Poetics  the  greater  part  of  his  oommentatoi*s  have  con- 
ceived the  idea  that  it  has  not  come  down  to  us  complete." 
What,  nothing  at  all  about  this  ?  I,  for  my  part,  believe  that 
I  have  found  among  that  which  remains  to  us  of  his  Poetics 
it  may  be  much  or  little,  but  any  way  all  that  lie  deemed 
necessary  to  say  about  this  matter  to  any  one  not  wholly 
unacquainted  with  his  philosophy.  Comeille  himself 
observed  one  passage  which  according  to  him  afforded  suffi- 
cient light  to  discover  the  means  by  which  the  purification 
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of  the  ptosions  was  effected  in  tragedy ;  that  namely  whiere 
Aristotle  says  "  pity  demands  one  who  suffers  undeserv- 
edly, and  fear  one  of  ourselTes."  This  passage  is  truly  very 
important,  only  Comeille  has  employed  it  erroneously.  He 
could  hardly  do  otherwise,  because  he  had  got  his  head  full 
of  the  purification  of  passions  in  general.  "  Pity  for  the  mis- 
fortunes which  we  see  befalling  One  of  ourselves  awakens 
fear  in  us  lest  a  similar  misfortune 'befall  us;  this  fear 
awakens  the  desire  to  avoid  it  and  this  desire  an  endeavour 
to  moderate,  to  improve,  even  to  exterminate  the  passion,  by 
means  of  which  the  person  is  suflfering  whose  misfortunes 
we  pity,  for  reason  tells  every  one  that  we  must  cast  off 
the  cause  if  we  wish  to  avoid  the  effect."  Now  this  mode 
of  reasoning  makes  fear  a  mere  tool  by  means  of  which  pity 
effects  the  purification  of  the  passion.  This  is  false  and 
cannot  possibly  have  been  Aristotle's  meaning,  because 
tragedy  could  then  purify  all  the  passions;  not  only 
those  two  that  Aristotle  expressly  desired  to  see  purified 
by  it.  It  might  purify  our  anger,  our  curiosity,  our  envy, 
our  ambition,  our  hatred^  and  our  love,  just  as  it  is  the  one 
or  the  other  passion  by  means  of  which  have  arisen  idie  mis- 
fortunes of  the  commiserated  person,  but  our  pity  and  fear 
we  should  have  to  leave  iinpunfied.  Pity  and  fear  are  those 
2)assions  which  we,  not  the  acting  personages,  feel  in 
tragedy ;  they  are  those  passions  through  which  the  acting 
personages  touch  us,  not  those  which  draw  upon  them 
their  own  misfortunes.  There  might  be  a  play  in  which 
they  both  exist.  But  as  yet  I  know  no  play,  in  which 
the  commiserated  person  has  been  plunged  into  misfortune 
by  the  means  of  misconceived  pity  and  misconceived  fear. 
Neverthelfess  such  a  work  would  be  the  only  one  in  which 
that  happens  which  Aristotle  desires  according  to  Cor- 
aeille,  and  even  in  this  it  would  not  happen  according  to 
the  method  he  demands.  This  single  play  would  be,  as 
it  were,  the  point  at  which  two  inclined  straight  lines  meet, 
never  to  touch  again  iii  all  eternity.  Even  Dacier  could 
not  so  grossly  miss  the  driffc  of  Aristotle.  He  was  obliged 
to  be  more  attentive  to  his  author's  words,  and  these  say 
too  positively  that  our  pity  and  fear  are  purified  by  the 
pity  arid  fear  of  tragedy.  Since  he  believed  however  that 
the  benefits  of  tragedy  would  be  too  small  if  it  was  merely 

2^1 
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limited  to  this,  he  let  himself  be  led  astray  on  the  strength 
of  Comeille's  explanation  to  accord  to  tragedy  purification 
of  all  other  passions.  When  Comeille  on  his  part  denied 
this  and  showed  by  examples  that  he  held  it  more  as  a 
beautiful  thought  than  as  a  thing  generally  attainable, 
Dacier  was  obliged  to  enter  into  these  examples  whereby 
he  found  himself  reduced  to  such  straits  that  he  was  forced 
into  making  the  most  violent  turns  and  twists  to  save  his 
Aristotle  and  himself.  I  say  his  Aristotle,  for  the  genuine 
one  is  far  removed  from  requiring  such  turns  and  twists. 
He,  to  repeat  it  again  and  again,  thought  of  no  other 
passions  which  were  to  be  purified  by  tragic  pity  and  fear 
than  our  own  pity  and  our  own  fear,  and  it  is  qxdte 
indifferent  to  him  whether  tragedy  contributes  mudk  or 
little  to  the  purification  of  the  other  passions.  Dacier 
should  have  rested  on  this  purification,  only  in  that  case 
he  ought  to  have  connected  it  with  a  more  complete  con- 
ception, he  says  "  how  tragedy  evokes  pity  and  fear,  to 
purify  pity  and  fear,  is  not  very  hard  to  explain.  It 
evokes  them  by  placing  before  our  eyes  the  misfortunes 
that  have  befallen  our  fellow-creatures  by  unpremeditated 
faults,  and  it  purifies  them  by  making  us  acquainted  with 
these  misfortunes  and  thus  teaches  us,  neither  to  fear 
them  too  much  nor  to  be  moved  too  much  if  they  should 
really  happen  to  ourselves.  It  prepares  men  to  bear 
bravely  the  greatest  calamities  and  inclines  the  most 
wretched  to  deem  themselves  happy  by  enabling  them  to 
compare  their  misfortunes  with  the  far  greater  ones  repre- 
sented in  tragedy.  For  in  what  circumstances  could  any 
one  be  who  would  not  recognise  at  sight  of  an  (Edipus,  a 
Philoktetes,  an  Orestes,  that  all  the  evils  that  he  has  to 
bear  are  not  to  be  compared  with  those  which  these  men 
bear."  Well,  this  is  true,  and  this  explanation  cannot 
have  cost  Dacier  many  headaches.  He  found  it  almost 
word  for  word  in  one  of  the  Stoics  who  always  had  an  eye 
to  apathy.  Without  objecting  that  the  feeling  of  our  own 
misery  does  not  permit  of  much  compassion  beside  it,  that 
consequently  this  pity  is  not  to  be  awakened  in  a  wretched 
man,  that  the  purification  or  modification  of  his  sorrows 
cannot  be  effected  by  pity,  I  will  suffer  all  to  stand  as  he 
has  said  it»  only  I  must  ask  how  much  has  he  said  thereby? 
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Has  lie  in  any  way  asserted  more  than  that  pity  purifies 
our  passions?    Certainly  not,   and  this  is  scarcely  the 
fourth  part  of  Aristotle's  demand,  for  when  Aristotle  main- 
tains that  tragedy  excites  pity  and  fear  to  purify  pity  and 
fear,  who  does  not  see  that  this  comprehends  far  more 
than  Dacier  has  deemed  good  to  explain  ?  For  according  to 
the  different  combinations  of  these  conceptions  he   who 
would  exhaust  Aristotle  must  prove  separately — 1.  How 
tragic  pity  purifies  our  pity.     2.  How  tragic  fear  purifies 
our  fear.     3.  How  tragic  pity  purifies  our  fear.     4.  How 
tragic  fear  purifies  our  pity.     Dacier  rested  at  the  third 
point  only  and  he  only  explained  this  badly  and  partially. 
Eor  whoever  has  endeavoured  to  arrive  at  a  just  and  com- 
plete conception  of  Aristotle's  doctrine  of  the  purification 
of  the  passions  will  find  that  each  of  these  four  points 
includes  in  it  a  double  contingency,  namely,  since  (to  put 
it  briefly)   this  purification  rests  in  nothing  else  than 
in  the  transformation  of  passions  into  virtuous  habits, 
and  since  according  to  our  philosopher  each  virtue  has 
two  extremes  between  which  it  rests,  it  follows  that  if 
tragedy  is  to  change  our  pity  into  virtue  it  must  also  be 
able  to  purify  us  from  the  two  extremes  of  pity,  and  the 
same  is  to  be  understood  of  fear.     Tragic  pity  must  not 
only  purify  the  soul  of  him  who  has  too  much  pity,  but 
also  of  him  who  has  too  little ;  tragic  fear  must  not  simply 
purify  the  soul  of  him  who  does  not  fe€ur  any  manner  of 
misfortune  but  also  of  him  who  is  terrified  by  every  mis- 
fortune, even  the  most  distant  and  most  improbable.  Like- 
wise tragic  pity  in  regard  to  fear  must  steer  between  this 
too  much  and  too  little,  and  conversely  tragio  fear  in 
regard  to  pity.    Dacier  as  I  have  said  has  only  shown  how 
tragic  pity  may  moderate  excessive  fear  but  not  how  its 
entire  absence  may  be  remedied,  nor  how  it  may  whole- 
somely increase  fear  in  him  who  has  too  little;  not  to 
mention  that  of  the  rest  he  has  shown  nothing  at  all. 
Those  who  followed  after  him  have  not  in  the  least  sup- 
plied what  he  has  left  undone.     But  in  order  to  set  at  rest 
the  contest  about  the  utility  of  tragedy  according  to  their 
opinion  they  have  drawn  matters  into  it  which  belong 
to  poetry  in  general  but  in  no  wise  to  tragedy  as  tragedy 
in  particular ;  for  instance  tragedy  is  intended  to  nourish 
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and  strengthen  the  feelings  of  humanity ;  it  is  to  produce 
a  love  for  virtue,  a  hatred  for  vicje  &o./  but,  my  good  sir, 
what  poem  should  not  do  the  same  ?  Then  if  this  is  the 
intention  of  every  poem  it  cannot  be  the  distinctive 
feature  of  tragedy,  and  therefore  this  cannot  be  what  we 
are  seeking. 

No.  79. 

Now  to  return  to  our  Eichard.  Biohard  arouses  in  us 
as  little  fear  as  pity ;  neither  fear  in  the  misused  appli- 
cation of  that  term  for  the  sudden  surprise  of  pity,  nor  in 
the  real  meaning  of  Aristotle  of  a  wholesome  fear  lest  a 
similar  misfortune  befall  us.  For  if  he  awakened  this  fear, 
he  would  also  excite  our  pity  as  certainly  as  he  v^ould  on 
the  other  hand  excite  our  fear  if  we  in  the  least  deemed 
him  worthy  of  our  pity.  But  he  is  such  an  abominable 
rascal,  such  an  incarnate  devil,  in  whom  we  cannot  find 
the  least  trait  resembling  ourselves,  that  I  firmly  believe 
if  he  were  delivered  over  to  all  the  tortures  of  hell  before 
our  very  eyes  we  should  not  have  the  smallest  pity  for 
him,  nor  the  least  fear  that  sudh  punishments  could  be  in 
store  for  ourselves,  if  they  are  the  inevitable  consequences 
of  such  crimes  only.  Now  finally  what  is  the  misfortune, 
the  punishment  that  befalls  him  ?  After  being  obliged  ti> 
witness  him  committing  frightful  crimes,  we  hear  that  he 
died  sword  in  hand.  When  the  queen  is  told  this  the 
poet  makes  her  say  "  This  is  something."  I  could  never 
refrain  from  saying  to  myself;  no  this  is  nothing !  many 
a  good  king  died  thus  defending  his  crown  against  a 
powerful  rebel.  Bichard  dies  like  a  man  on  the  battle- 
field of  honour,  and  such  a  death  is  to  indeninify  me  for 
the  displeasure  I  felt  throughout  the  play  at  the  triumph 
of  his  crimes.  (I  believe  the  Greek  language  is  the  only 
one  which  possesses  a  distinct  word  to  express  this  dis- 
pleasure at  the  good  fortune  of  a  villain,  v€fi€arL^,  vc/Ltccrav.^) 
This  death  which  ought  to  have  gratified  my  love  of 
justice  only  feeds  my  Nemesis.  You  escape  cheaply — 
think  I,  it  is  well  that  there  is  yet  another  justice  than 
the  poetic  one. 

>  Curtius  in  his  Dissertation  on  the  Intention  of  Tragedy,  appended 
to  Aristotle's  Poetics.  «  Arist  Rhet.  lib.  ii  cap.  9. 
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It  may  perhaps  be  said ;  agreed,  we  will  give  np  Bichard ; 
true  the  play  is  called  after  him  bnt  he  is  not  on  that 
account  the  hero,  nor  the  person  through  whose  means  the 
purposes  of  tragedy  are  to  be  attained,  he  is  only  to  be  the 
means  of  exciting  our  pity  for  others;  do  not  the  queen, 
Elizabeth,  the  princes  excite  this  pity? 

To  avoid  all  verbal  disputes,  I  say  yes.  But  whAt 
strange,  harsh  sensation  is  it  that  has  mixed  itself  up 
Mdth  my  pity  for  th^se  persons ;  what  is  it  that  makes  me 
^sh  I  could  spare  myself  this  pity  ?  J  do  not  generally 
■wish  this  with  tragic  pity — I  linger  over  it  willingly  and 
thank  the  poet  for  this  sweet  torture. 

Aristotle  has  well  said  it  and  it  will  certainly  be  true, 
he  speaks  of  a  /xtapov  of  something  terrible,  which  we 
experience  at  sight  of  misfortunes  of  wholly  good,  wholly 
innocent  persons ;  and  are  not  the  queen,  Elizabeth,  and 
the  princes  such  persons  ?  What  have  they  done  ?  How 
have  they  drawn  it  down  upon  themselves  that  they  are  in 
the  clutches  of  this  monster  ?  Is  it  their  fault  that  they 
have  a  better  right  to  the  throne  than  he  ?  How  about 
the  little  moaning  victims  who  can. scarcely  distinguish 
right  from  left ;  who  will  deny  that  they  deserve  our  whole 
sorrow  ?  But  is  thi^  sorrow  that  causes  me  to  think  with 
a  shudder  of  the  destiny  of  these  people,  with  a  shudder 
to  which  a  murmur  against  Providence  is  added  which 
is  followed  afar  by  despair ;  is  this  sorrow  ?  I  will  not 
ask — pity  ?  but  call  it  as  we  may,  is  it  that-  meant  to  be 
excited  by  an  imitative  art  ? 

Let  no  one  say  history  evokes  it,  that  it  is  founded  upon 
something  that  really  occurred.  That  really  occurred  ? 
Granted ;  then  it  has  its  good  reason  in  the  eternal  and 
infinite  connexion  of  all  things.  In  this  connexion  all  is 
wisdom  and  goodness  which  appears  to  us  blind  fate  and 
cruelty  in  the  few  links  picked  out  by  the  poet.  Out  of 
these  few  links  he  ought  to  make  a  whole,  rounded  in 
itself,  that  is  fully  explained  out  of  itself,  where  no  diffi- 
culty arises,  a  solution  of  which  is  not  found  in  his  plan 
and  which  we  are  therefore  forced  to  seek  outside  of  it  in 
the  general  plan  of  all  things.  The  whole  of  this  earthly 
creator  should  be  a  mere  outline  of  the  whole  of  the 
eternal  Creator,  should  accustom  us  to  the  thought  that 
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aa^  in  Him  all  thines  are  resolved  for  the  best  bo  alao  it 
will  1)0  here ;  and  tne  i>oet  for^ts  Iub  moBt  zioUe  calliif 
when  he  foroea  into  a  narrow  oirole  the  inoompreiheiiHDli 
ways  of  Ftovidenoe  and  advisedly  awakens  our  ahndte. 
thereat.  0  spare  tis  ye  that  have  onr  hearts  in  your 
power!  To  what  end  these  sad  emotions? — ^to  teach  m 
submission?  Cool  reason  alone  ooxdd  teadh  us  this  andif 
the  teachings  of  reason  are  to  have  any  hold  oon  vs,  if  ii« 
for  all  our  submission  are  to  retain  coimdenoe  and  joyfbl 
courage,  it  is  most  neoessary  that  we  shotdd  be  leminded  | 
as  little  as  possible  of  the  perplexing  instances  of  sodi  I 
unmerited  terrible  fates.  Away  with  tii^n  from  the  siigei  i 
away  with  them  if  it  mi^ht  be  from  all  books.  Nowif  i 
not  one  of  the  personages  in  Richard  possesses  the  neoei- 1 
sary  qualities  which  they  ought  to  have  were  this  wvsk  |] 
a^  xeal  tragedy,  how  has  it  nevertheless  oome  to  be  can* 
sidered  an  interesting  play  by  our  publio?  If  it  ezdtes 
neither  pity  nor  fear,  what  does  it  e&ot?  It  must  .^ 
produce  some  effect,  and  it  does,  and  if  it  does  produce  an  I  ^ 
effect,  is  it  not  indifferent  whether  it  produces  this  kind  I , 
or  that?  If  it  occupies  the  spectators,  if  it  amuses  them  I  ^ 
what  more  do  we  want  ?  Must  they  needs  be  amused  and  1 1 
occupied  according  to  the  rules  of  Aristotle  ?  ^ 

This  does  not  sound  unreasonable  but  there  is  an  answer  I 
to  it.  Even  if  ^Eichard'  is  no  tragedy,  it  remains  a  ^ 
dramatic  poem,  even  if  it  lacks  the  beauties  of  tragedy  | 
it  may  yet  have  other  beauties:  poetical  expressiouB, 
metaphors,  tirades,  bold  sentiments,  the  spirited  dialogue, 
fortunate  situations  for  the  actor  to  display  the  whole 
compass  of  his  voice,  the  whole  strength  of  his  pantomimio 
art,  &o. 

Of  these  beauties  '  Eichard '  has  many,  and  also  has  some 
others  that  are  more  nearly  related  to  tne  genuine  beauties 
of  tragedy. 

Eichard  is  an  abominable  villain,  but  even  the  exercise 
of  our  disgust,  especially  upon  imitation,  is  not  wholly 
without  its  pleasures.  Even  the  monstrous  in  crime 
participates  in  the  emotions  awakened  in  us  by  sublimity 
and  audacity;  everything  that  Eichard  does  is  horrible, 
but  all  these  horrors  are  committed  for  a  purpose ;  Eichard 
has  a  plan,  and  wherever  we  perceive  a  plan  our  curiosity 
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IS  excited  and  we  willingly  wait  to  see  whether  and  how 
it  will  be  executed ;  we  so  love  anything  that  has  an  aim 
that  it  affords  us  pleasure  quite  regardless  of  the  morality 
3f  this  aim. 

We  wish  that  Eichard  should  attain  his  aim  and  we 
wish  that  he  should  not  attain  it.  If  he  attains  it,  we  are 
spared  displeasure  at  means  uselessly  employed,  if  he  does 
act  attain  it,  then  so  much  blood  has  been  shed  in  vain, 
and  since  it  has  once  been  shed  we  would  rather  it  had 
Qot  been  shed  for  the  sake  of  pastime.  On  the  other  hand 
this  attainment  would  be  the  triumph  of  malignity  and 
there  is  nothing  we  less  like  to  hear.  The  aim  interested  us 
gis  an  aim  to  be  attained  but  as  soon  as  it  is  attained  we 
Dnly  see  in  it  all  its  abominable  features  and  we  wish  it 
had  not  been  attained.  This  wish  we  foresee  and  we 
shudder  at  the  accomplishment  of  his  aim. 

We  love  the  good  personages  of  the  play,  such  a  tender 
vivacious  mother,  sisters  and  brothers  who  live  for  each 
other ;  such  objects  always  please  us,  always  excite  our 
sweetest  and  most  sympathetic  emotions  wherever  we 
Bncounter  them.  To  see  them  suffering  innocently  is 
harsh  and  not  adapted  to  awaken  emotions  conducive  to 
OUT  peace  and  improvement,  but  still  it  does  evoke 
emotions. 

Thus  the  play  occupies  us  throughout  and  pleases  us  by 
this  occupation  of  our  mental  powers.  This  is  true ;  only 
the  inference  is  not  true  that  is  thought  to  be  drawn  from 
it,  namely,  that  we  should  therefore  be  satisfied  with  the 
play. 

The  poet  may  have  done  much  and  yet  have  accom- 
plished nothing.  It  is  not  enough  that  his  work  has  an 
effect  upon  us,  it  must  have  that  effect  upon  us  which 
belongs  to  its  species,  and  it  must  have  that  above  all 
others.  The  lack  of  that  can  be  in  no  wise  replaced  by 
other  effects,  especially  if  the  species  is  of  that  importance, 
value  and  difficulty  that  all  trouble  and  exertions  would 
be  in  vain  if  it  produced  nothing  but  such  effects  as  could 
be  attained  by  an  easier  species  requiring  less  preparation. 
We  must  not  set  machines  in  motion  to  raise  a  bundle  of 
straw ;  I  must  not  blast  what  I  can  turn  over  with  my 
foot ;  I  must  not  set  fire  to  a  funeral  pile  in  order  to  burn 
a  gnat. 
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To  what  end  the  hard  work  of  dramatic  form  ? .  Why 
build  a  theatre,  disguise  men  and  women,  torture  their 
memories,  invite  the  whole  town  to  assemble  at  one  place  i 
if  I  intend  to  produce  nothing  more  with  my  work  and  itel 
representation,  than  some  of  tiiose  emotions  that  would  be ' 
produced  as  well  by  any  good  story  that  every  one  could  J 
read  by  his  chimney-comer  at  home  ?  • 

The  dramatic  form  is  the  only  one  by  which  pity  and  • 
fear  can  be  excited,  at  least  in  no  other  form  can  these 
passions  be  excited  to  such  a  degree.  Nevertheless  it  i 
is  preferred  to  excite  all  others  rather  than  these; — ^never-  I 
theless  it  is  preferred  to  employ  it  for  any  purpose  but  this,  * 
for  which  it  is  so  especially  adapted.  | 

The  public  will  put  up  with  it  ?  this  is  well,  and  yet  not  . 
well.  One  has  no  special  longing  for  the  board  at  which  I 
one  always  has  to  put  up  with  something.  I 

It  is  well  known  how  intent  the  Oreek  and  Bomanl 
people  were  upon  their  theatres ;  especially  the  former  on  I 
their  tragic  spectacles.  Compared  with  this,  how  indifferent,  I 
how  cold  is  our  people  towards  the  theatre  I    YThenoe  this  I 
difference  if  it  does  not  arise  from  the  fact  that  the  GreeksS 
felt  themselves  animated  by  their  stage  with  such  intense,  | 
such  extraordinary  emotions,  that  they  could  hardly  await  | 
the  moment  to  experience  them  again  and  again,  whereat; ) 
we  are  conscious  of  such  weak  impressions  from  our  stage  { 
that  we  rarely  deem  it  worth  time  and  money  to  attam  I 
them.   We  most  of  us  go  to  the  theatre  from  idle  curiosity,  : 
from  fashion,  from  ennui,  to  see  people,  from  desire  to  set*  ] 
and  be  seen,  and  only  a  few,  and  those  few  very  seldom,  ^ 
go  from  any  other  motive.  | 

I  say  we,  our  people,  our  stage,  but  I  do  not  mean  the 
Germans  only.  We  Germans  confess  openly  enough  that 
we  do  not  as  yet  possess  a  theatre.  What  many  of  our 
critics  who  join  in  this  confession  and  are  great  admirers 
of  the  French  theatre  think  when  they  make  it  I 
cannot  say,  but  I  know  well  what  I  think.  I  think  that 
not  alone  we  Germans,  but  also  that  those  who  boast  uf 
having  had  a  theatre  for  a  hundred  years,  ay,  who  boast 
of  having  the    best    theatre  in  all   Europe,  even  the 
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French  have  as  jet  no  theatre,  certainly  no  tragic  oiie. 
The  impressions  produced  by  French  tragedy  are  so 
shallow,  so  cold. — ^Let  ns  hear  a  Frenchman  himself  speak 
of  them. 

M.  de  Voltaire  says :  "  Combined  with  the  surpassing 
beauties  of  our  theatre  is  connected  a  hidden  fault  which 
remained  unobserved  because  the  public  of  its  own  accord 
could  have  no  higher  ideas  than  those  imparted  to  it  by 
the  models  of  the  great  masters.  Only  Saint-Evremond 
has  discovered  this  fault,  he  says  that  our  dramatic  works 
do  not  make  sufficient  impression,  that  that  which  should 
excite  our  pity  only  awakens  tenderness,  that  emotion 
takes  the  place  of  agitation,  and  surprise  the  place  of  fear, 
in  short,  that  our  impressions  do  not  penetrate  deeply 
enough.  It  cannot  be  denied  that  Saint-Evremond  has 
put  Lis  finger  to  the  secret  sore  of  the  French  theatre. 
Let  no  one  rejoin  that  Saint-Evremond  is  the  author  of  a 
miserable  comedy,  *  Sir  Politic  Wouldbe,'  and  of  another 
equally  miserable  one  called  '  The  Operas ' ;  that  his  small 
social  poems  are  the  shallowest  and  commonest  we  possess 
of  this  kind,  that  he  is  nothing  but  a  phrase-monger ;  one 
may  have  no  spark  of  genius  and  yet  possess  much  wit  and 
taste.  His  taste  was  unquestionably  very  subtle,  since  he 
accurately  hit  the  cause  why  most  of  our  plays  are  weak 
and  cold ;  we  have  always  lacked  a  degree  of  warmth,  but 
we  possess  everything  else.*'  Which  means  we  possessed 
everything  only  not  that  which  we  ought  to  have  had,  our 
tragedies  were  excellent,  only  they  were  no  tragedies. 
How  was  it  that  they  were  none  ?  Voltaire  continues : 
"This  coldness,  this  monotonous  weakness  arose  in  part 
from  the  petty  spirit  of  gallantry  that  reigned  at  that  time 
among  our  courtiers  and  ladies,  and  transformed  tragedy 
into  a  succession  of  amorous  conversations  after  the  taste 
of  Cyrus  and  Clelie.  The  plays  that  may  be  excepted 
therefrom  consisted  of  long  political  reasonings  such  as 
have  spoilt  Sertorius,  made  Otho  cold  and  Sureha  and 
Attila  wretched.  There  was  yet  another  cause  that  kept 
back  high  pathos  from  our  stage  and  prevented  the  action 
from  becoming  truly  tragic,  and  that  was  the  narrow 
miserable  theatre  with  its  poor  scenery.  What  could  be 
done  on  a  few  dozen  boards  that  were  besides  filled  with 
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spectators!     How  could  the  eyes  of  tlie  spectators  \»i 
bribed  and  enchained,  deceived  by  any  display  of  pomp,  by 
any  artifice  ?    What  great  tragic  action  could  be  performed 
there?     What  liberty  could  the  imagination  of  the  poet 
have  there  ?    The  plays  had  to  consist  of  long  narrativesj 
and  they  thus  became  rather  dialogues  than  plays.  Every' 
actor  wished  to  shine  in  a  long  monologue  and  every  play 
that  did  not  contain  these  was  rejected.     In  this  form  aUc 
theatrical  action,  the  great  expressions  of  passion  fell  away, ) 
there  were  no  powerful  pictures  of  human   misery,  all 
traits  of  the  terrible  that  could  penetrate  to  the  innermost , 
soul  were  absent,  the  heart  was  scarcely  touched  instead  | 
of  being  torn."  ; 

The  first  cause  alleged  is  very  true;  gallantry  and  | 
politics  always  leave  us  cold,  and  as  yet  no  poet  in  the  I 
world  has  succeeded  in  combining  with  them  the  excita-  i 
tion  of  pity  and  fear.  The  former  only  exhibits  the  fat  or  ' 
the  schoolmaster,  the  latter  requires  that  we  should  have 
nothing  but  the  human  being. 

But  the  second  cause,  how  about  that  ?  is  it  possible  that 
the  want  of  a  large  theatre  and  good  scenery  should  hava 
such  an  influence  on  the  genius  of  the  poet?  Is  it  true 
that  every  tragic  action  demands  pomp  and  display," 
ought  not  the  poet  rather  so  to  arrange  his  play,  that 
it  can  produce  its  full  effect  without  these  appendages  ? 

It  certainly  ought  to  do  so,  according  to  Aristotle. 
The  philosopher  says :  "  Pity  and  fear  may  be  excited  by  j 
vision,  they  may  also  be  produced  by  the  connexion  of  j 
the  events  themselves,  the  latter  plan  is  more  excellent  | 
and  after  the  manner  of  the  best  poets.  The  fable  must  j 
be  so  arranged  that  it  must  excite  pity  and  fear  in  him 
who  merely  listens  to  the  relation  of  its  events ;  such  is 
the  fable  of  *  CEdipus  *  that  only  requires  to  be  heard  to 
produce  this  effect.  To  attain  this  aim  by  the  organs  of 
sight  requires  far  less  art  and  is  the  business  of  thoso 
who  have  undertaken  the  business  of  the  representation 
of  the  play." 

Shakespeare's  plays  are  said  to  afford  a  curious  proof  how 
needless  arc  scenic  decorations.  We  are  asked  what  plays 
could  more  need  the  assistance  of  scenery  and  the  whole  art 
uf  the  decorator  than  these  with  their  constant  interruption:* 
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^I  deemed  that  Racine  had  given  it  the  finishing  touch  and 
H  after  this  no  one  questioned  (which  indeed  they  never 
an  had  done)  whether  the  tragic  poet  could  npt  be  yet  more 
s^i  pathetic,  more  touchitig,-thaii  Comeille  and  Racine.  It 
K^  was  taken  for  granted  that  this  was  impossible,  and  all 

-  ('  the  emulation  of  the  successive  poets  was  limited  to  the 
5^  endeavour  to  be  as  like  as  possible  to  the  one  or  the  other. 
c  For  a  hundred  years  they  have  thus  deceived  themselves 
^  and  in  part  their  neighbours.  Now  let  some  one  come 
is   and  tell  them  this  and  see  what  they  will  reply. 

33  Of  the  two  it  is  Comeille  who  has  done  the  greatest  harm 
iP    and  exercised  the  most  pernicious  influence    on  these 

-  ,  tragedians.  Racine  only  seduced  by  his  example^  Comeille 
J  by  his  examples,  and  doctrines  together,-  the  latter  especi- 
j  ally,  which  were  accepted  as  oracles  by  the  whole  nation 

^  (excepting  a  few  pedants,  a  Hedelin,  a  Dacier  who,  how- 
^:   ever,  often. did  jipt  know  themselves  what  they  desired) 

and  followed  by  all  succeeding  poets.  I  would  venture  to 
-f  prove  bit  by  bit  that  these  doctrines  could  produce  nothing 
p(  bnt  the  most  shallow,  vapid  and  untragical  stuff". 
^,  The  rules  of  Aristotle  are  all  calculated  to  produce  the 
■f^  greatest  tragic  effect.  What  does  Comeille  do  with  them  ? 
^  He  brings  them  forward  falsely  and  inaccurately  and 
^-  because  he  still  fi^ds  them  too  severe,  he  endeavours  with 
^  one  and  the  other  to  introduce  qudquea  modSraiiom,  qudques 
^  favorablea  interpretations  and  thus  weakens  and  disfigures, 
J  misinterprets  and  frustrates  every  rule,  and  why  ?  pour 
t,^    n^etre  pas  oblige  de  condamner  heaucoup  d^  poemes  que  novs 

avons  vu  reussir  sur  nos  theatres  ;  an  excellent  reason  I 

I  will  rapidly  mention  the  chief  points,  some  of  them  I 

have  touched  on  already  but  for  the  sake  of  connexion  I 
I     must  mention  them  again. 

.  1.  Aristotle  says  tragedy  is  to  excite  pity  and  fear,  Cor- 

I      neille  says  oh,  yes,  but  as  it  happens,  both  together  are 

not  always  necessary,  we  can  be  contented  with  one  of 

them,  now  pity  without  fear,  another  time  fear  without 

pity.    Else  where  should  I  be,  I  the  great  Comeille  with 
;*     my  Rodrigue  and.  my  Chimene?    These  good  children 

awaken  pity,  very  great  pity,  but  scarcely  fear.  And  again 
^     where  should  I  be  with  my  Cleopatra,  my  Prusias,  and 

my  Phocas  ?  Who  can  have  pity  on  these  wretches  ?  but 
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they  create  fear.    So  Comeille  believed  and  the  French 
beheved  it  after  him. 

2.  Aristotle  says  tragedy  should  excite  pity  and  fear, 
both,  be  it  understood,  by  means  of  one  ana  the  same 
person.  Comeille  says :  if  it  so  happens  very  good.  [It  is 
not  however  absolutely  necessary  and  we  may  employ  two 
different  persons  to  produce  these  two  sensationg  as  I  have 
done  in  my  *  Kodogune.'  This  is  what  Comeille  did  and  the 
French  do  after  him. 

3.  Aristotle  says  by  means  of  the  pity  and  fear  excited 
in  us  by  tragedy  our  pity  and  our  fear  and  all  that  is 
connected    with    them    are    to    be    purified.      Comeille 
knows  nothing  of  all  this  and  imagines  that  Aristotle 
wished  to    say    tragedy   excites  our  pity    in    order  to 
awaken  our  fear,  in  order  to  purify  by  this  fear  the 
passions  which  had  drawn  down  misfortunes  upon  the 
person  we  commiserate.    I  will  say  nothing  of  the  value 
of  this  aim,  enough  that  it  is  not  Aristotle's  and  that  since 
Comeille  gave  to  his  tragedies  quite  another  aim  they 
necessaiily  became  works  totally  different  from  those 
whence  Aristotle  had  deduced  his  theories,   they  needs 
became  tragedies  which  were  no   true  tragedies.     And 
such  not  only  his  but  all  French  tragedies  became  because 
their  authors  did  not  think  of  the  aim  of  Aristotle,  but  the 
aim  of  Comeille.   I  have  already  said  that  Dacier  wished 
to  unite  both  aims,  but  even  this  mere  union  would  have 
weakened  the  former  and  tragedy  would  have  remained 
beneath  its  highest  effect ;  added  to  this  Dacier,  as  I  have 
shown,  had  only  a  very  imperfect  conception  of  the  former 
and  it  was  no  wonder  if  he  therefore  imagined  that  the 
French  tragedies  of  his  age  rather  attained  the  former 
than  the  latter  aim.    He  says  (*  Po6t.  d'Arist.'  chap.  6th, 
rem.  8):  "Notre   tragMie  pent  r6ussir  assez    dans    la 
premiere  partie,  c'est-a-dire  qu'elle  pent  exciter  et  purger 
la  terreur  et  la  compassion.     Mais  elle  parvient  rarement 
A  la  demiere,  qui  est  pourtant  la  plus  utile,  elle  purge  pen 
les  autres  passions,  ou  comme  elle  roule  ordinairement  sur 
des  intrigues  d*amour,  si  elle  en  purgeoit  quelqu'ime,  ce 
soroit  celle-1^  seule,  et  par  1^  il  est  ais^  de  voir  qu'elle  ne 
fait  que  pou  de  fruit."     Now  the  truth  is  exactly  the  con- 
tiary.  We  could  sooner  find  French  tragedies  which  satis- 
fied the  latter  intention  than  the  former.     I  know  several 
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rencli  plays  whicli  distinctly  represent  the  ill-conse- 
uences  of  some  passion  from  which  we  may  draw  many 
ood  lessons  regarding  this  passion.  But  I  know  none 
lat  excite  my  pity  in  the  degree  in  which  tragedy  should 
scite  it,  while  I  certainly  know  various  Greek  and 
nglish  plays  which  can  excite  it.  Various  French  plays 
:o  very  clever,  instructive  works,  which  I  think  worthy 
r  all  praise,  only  they  are  not  tragedies.  Their  authors 
)uld  not  be  otherwise  than  of  good  intellect ;  in  part  they 
i,ke  no  mean  rank  among  poets,  only  they  are  not  tragic 
Dots,  only  their  Comeille  and  Eacine,  their  Cr^billon  and 
oltaire  have  little  or  nothing  of  that  which  makes 
3phokles  Sophokles,  Euripides  Euripides,  Shakespeare 
bakespeare.  These  latter  are  rarely  in  opposition  to 
ristotle's  essential  demands,  the  former  are  so  constantly, 
or  to  proceed — 

No.  82. 

4.  Aristotle  says  we  must  not  let  any  perfect  man  suffer 
I  a  tragedy  without  any  fault  on  his  part,  for  this  is  too 
jrrihle.  Very  true,  says  Comeille :  "  Such  an  event 
p^akens  more  displeasure  and  hatred  against  him  who 
as  caused  these  sufferings  than  pitv  for  him  whom  they 
sfall.  The  former  sensation  therewre,  which  is  not  to  be 
le  real  aim  of  tragedy,  could  stifle  the  latter  if  it  were  not 
•eated  skilfully.  The  spectator  would  depart  discontented 
Bcause  too  much  anger  would  be  mixed  with  this  pity, 
hile  he  would  have  been  pleased  if  his  pity  alone  had 
sen  excited."  **  But,"  says  Comeille ;  for  with  a  but  he 
LUst  come  hobbling  after,  "  if  this  cause  falls  away  if  the 
oem  is  so  arranged  that  the  virtuous  man  who  suffers 
5:cites  more  pity  for  himself  than  displeasure  against  him 
ho  makes  him  suffer,what  then  ?  Oh,  then,"  says  Comeille 
J^estime  qu'il  ne  faut  point  faire  de  difficultS  d'expoaer  9ur  la 
'.ene  des  hommea  trea-vertueux."  I  cannot  tmderstand  how 
ly  one  could  talk  such  nonsense  against  a  philosopher, 
ow  one  can  pretend  to  understand  him  by  letting  him  say 
lings  of  which  he  never  thought.  Aristotle  says  the 
holly  unmerited  misfortune  of  a  virtuous  man  is  no 
tatter  for  a  tragedy,  because  it  is  terrible.  Out  of  this 
because  "  Comeille  twists  an  "  in  so  far  "  a  mere  condition 

VOL.  m.  2  F 
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as  in  Him  all  things  are  resolved  for  the  l)est  so  also  it 
will  be  here ;  and  the  poet  forgets  his  most  noble  calling 
when  he  forces  into  a  narrow  circle  the  incomprehensibk 
ways  of  Providence  and  advisedly  awakens  our  shudder 
thereat.  0  spare  ns  ye  that  have  our  hearts  in  your 
power!  To  what  end  these  sad  emotions? — to  teach  us 
submission  ?  Cool  reason  alone  could  teach  us  this  and  if 
the  teachings  of  reason  are  to  have  any  hold  on  ns,  if  we 
for  all  our  submission  are  to  retain  coimdence  and  joyful 
courage,  it  is  most  necessary  that  we  should  be  reminded 
as  little  as  possible  of  the  perplexing  instances  of  such 
unmerited  terrible  fates.  Away  with  tiiem  from  the  stage, 
away  with  them  if  it  might  be  from  all  books.  Now  if 
not  one  of  the  personages  in  Eichard  possesses  the  neces- 
sary qualities  which  they  ought  to  have  were  this  work 
a  real  tragedy,  how  has  it  nevertheless  come  to  be  con- 
sidered an  interesting  play  by  our  public?  If  it  excites 
neither  pity  nor  fear,  what  does  it  effect?  It  must 
produce  some  effect,  and  it  does,  and  if  it  does  produce  an 
effect,  is  it  not  indifferent  whether  it  produces  this  kind 
or  that  ?  If  it  occupies  the  spectators,  if  it  amuses  them 
what  more  do  we  want  ?  Must  they  needs  be  amused  and 
occupied  according  to  the  rules  of  Aristotle  ? 

This  does  not  sound  unreasonable  but  there  is  an  answer 
to  it.  Even  if  'Eichard'  is  no  tragedy,  it  remains  a 
dramatic  poem,  even  if  it  lacks  the  beauties  of  tragedy 
it  may  yet  have  other  beauties:  poetical  expressions, 
metaphors,  tirades,  bold  sentiments,  the  spirited  dialogue, 
fortunate  situations  for  the  actor  to  display  the  whole 
compass  of  his  voice,  the  whole  strength  of  his  pantomimio 
art,  &c. 

Of  these  beauties  '  Eichard '  has  many,  and  also  has  some 
others  that  are  more  nearly  related  to  the  genuine  beauties 
of  tragedy. 

Eichard  is  an  abominable  villain,  but  even  the  exercise 
of  our  disgust,  especially  upon  imitation,  is  not  wholly 
without  its  pleasures.  Even  the  monstrous  in  crime 
participates  in  the  emotions  awakened  in  us  by  sublimity 
and  audacity;  everything  that  Eichard  does  is  horrible, 
but  all  these  horrors  are  committed  for  a  purpose  ;  Richanl 
has  a  plan,  and  wherever  we  perceive  a  plan  our  curiosity 
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is  excited  and  we  willingly  wait  to  see  whether  and  how 
it  will  be  executed ;  we  so  love  anything  that  has  an  aim 
that  it  affords  us  pleasure  quite  regardless  of  the  morality 
of  this  aim. 

We  wish  that  Eichard  should  attain  his  aim  and  wo 
wish  that  he  should  not  attain  it.  If  he  attains  it,  we  are 
spared  displeasure  at  means  uselessly  employed,  if  he  docs 
not  attain  it,  then  so  much  blood  has  been  shed  in  vain, 
and  since  it  has  once  been  shed  we  would  rather  it  had 
not  been  shed  for  the  sake  of  pastime.  On  the  other  hand 
this  attainment  would  be  the  triumph  of  malignity  and 
there  is  nothing  we  less  like  to  hear.  The  aim  interested  us 
as  an  aim  to  be  attained  but  as  soon  as  it  is  attained  we 
only  see  in  it  all  its  abominable  features  and  we  wish  it 
had  not  been  attained.  This  wish  we  foresee  and  we 
shudder  at  the  accomplishment  of  his  aim. 

We  love  the  good  personages  of  the  play,  such  a  tender 
vivacious  mother,  sisters  and  brothers  who  live  for  each 
other ;  such  objects  always  please  us,  always  excite  our 
sweetest  and  most  sympathetic  emotions  wherever  wo 
encounter  them.  To  see  them  suffering  innocently  is 
harsh  and  not  adapted  to  awaken  emotions  conducive  to 
our  peace  and  improvement,  but  still  it  does  evoke 
emotions. 

Thus  the  play  occupies  us  throughout  and  pleases  us  by 
this  occupation  of  our  mental  powers.  This  is  true ;  only 
the  inference  is  not  true  that  is  thought  to  be  drawn  from 
it,  namely,  that  we  should  therefore  be  satisfied  with  the 
play. 

The  poet  may  have  done  much  and  yet  have  accom- 
plished nothing.  It  is  not  enough  that  his  work  has  an 
effect  upon  us,  it  must  have  that  effect  upon  us  which 
belongs  to  its  species,  and  it  must  have  that  above  all 
others.  The  lack  of  that  can  be  in  no  wise  replaced  by 
other  effects,  especially  if  the  species  is  of  that  importance, 
value  and  difficulty  that  all  trouble  and  exertions  would 
be  in  vain  if  it  produced  nothing  but  such  effects  as  could 
be  attained  by  an  easier  species  requiring  less  preparation. 
We  must  not  set  machines  in  motion  to  raise  a  bundle  of 
straw ;  I  must  not  blast  what  I  can  turn  over  with  my 
foot ;  I  must  not  set  fire  to  a  funeral  pile  in  order  to  burn 
a  sniat. 
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To  what  end  the  hard  work  of  dramatio  form  ?  "Wlit 
build  a  theatre,  disguise  men  and  women,  torture  then 
memories,  invite  the  whole  town  to  assemble  at  one  place  I 
if  I  intend  to  produce  nothing  more  with  my  work  and  iiJ 
representation,  than  some  of  uiose  emotions  that  would  lie  I 
produced  as  well  by  any  good  story  that  Gvery  one  couU } 
read  by  his  chimney-comer  at  home  ?  ) 

The  dramatic  form  is  the  only  one  by  which  pity  aiid( 
fear  can  be  excited,  at  least  in  no  other  form  can  these  . 
passions  be  excited  to  such  a  degree.  Nevertheless  it  . 
is  preferred  to  excite  all  others  rather  than  these; — ^never-  I 
theless  it  is  preferred  to  employ  it  for  any  purpose  but  this,  ^ 
for  which  it  is  so  especially  adapted.  | 

The  public  will  put  up  with  it ;  this  is  well,  and  yet  not 
well.    One  has  no  special  longing  for  the  board  at  which  1 
one  always  has  to  put  up  with  something. 

It  is  well  known  how  intent  the  Greek  and  Boman 
people  were  upon  their  theatres ;  especially  the  former  on 
their  tragic  spectacles.  Compared  with  this,  how  indifferent, 
how  cold  is  our  people  towards  the  theatre !    Whence  this 
<liflferenco  if  it  does  not  arise  from  the  fact  that  the  Greeks  ^ 
felt  themselves  animated  by  their  stage  with  such  intense.  I 
such  extraordinary  emotions,  that  they  could  hardly  await  J 
the  moment  to  experience  them  again  and  again,  whereas  i 
we  are  conscious  of  such  weak  impressions  from  our  stage 
that  we  rarely  deem  it  worth  time  and  money  to  attain 
them.   We  most  of  us  go  to  the  theatre  from  idle  curiosity, 
from  fashion,  from  ennui,  to  see  people,  from  desire  to  set- 
and  be  seen,  and  only  a  few,  and  those  few  very  seldom,  '^ 
go  from  any  other  motive. 

I  say  we,  our  people,  our  stage,  but  I  do  not  mean  the  • 
Germans  only.  Wo  Germans  confess  openly  enough  that 
we  do  not  as  yet  possess  a  theatre.  What  many  of  our 
critics  wlio  join  in  this  confession  and  are  great  admiroi*8 
of  the  French  theatre  think  when  they  make  it  1 
<?annot  say,  but  I  know  well  what  I  think.  I  think  that 
not  alone  we  Germans,  but  also  that  those  who  boast  i»f 
having  had  a  theatre  for  a  hundred  years,  ay,  who  boast 
of   having   the    best    theatre  in  all   Euro2>e,   even   the 
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French,  have  as  jet  no  theatre,  certainly  no  tragic  oiie. 
The    impressions    produced  by  French  tragedy  are  so 
shallow,  so  cold. — ^Let  us  hear  a  Frenchman  himself  speak 
'    of  them. 

*'       M.  de  Voltaire  says :  "  Combined  with  the  surpassing 

^   beauties  of  our  theatre  is  connected  a  hidden  fault  which 

^    remained  unobserved  because  the  public  of  its  own  accord 

'    could  have  no  higher  ideas  than  those  imparted  to  it  by 

the  models  of  the  great  masters.    Only  Saint-Evremond 

[    has  discovered  this  fault,  he  says  that  our  dramatic  works^ 

do  not  make  sufficient  impression,  that  that  which  should 

'    excite  our  pity  only  awakens  tenderness,  that  emotion 

;.    takes  the  place  of  agitation,  and  surprise  the  place  of  fear, 

in  short,  that  our  impressions  do  not  penetrate  deeply 

enough.     It  cannot  be  denied  that  Saint-Evremond  has 

;    put  hiB  finger  to  the  secret  sore  of  the  French  theatre. 

'    Let  no  one  rejoin  that  Saint-Evremond  is  the  author  of  a 

miserable  comedy,  *  Sir  Politic  Wouldbe,'  and  of  another 

^    equally  miserable  one  called  '  The  Operas ' ;  that  his  small 

'    social  poems  are  the  shallowest  and  commonest  we  possess 

[    of  this  kind,  that  he  is  nothing  but  a  phrase-monger;  one 

may  have  no  spark  of  genius  and  yet  possess  much  wit  and 

taste.     His  taste  was  unquestionably  very  subtle,  since  he 

accurately  hit  the  cause  why  most  of  our  plays  are  weak 

and  cold ;  we  have  always  lacked  a  degree  of  warmth,  but 

we  possess  everything  else.''     Which  means  we  possessed 

everything  only  not  that  which  we  ought  to  have  had,  our 

tragedies  were  excellent,  only  they  were  no   tragedies. 

How  was  it  that  they  were  none  ?    Voltaire  continues : 

*=  This  coldness,  this  monotonous  weakness  arose  in  part 

from  the  petty  spirit  of  gallantry  that  reigned  at  that  time 

among  our  courtiers  and  ladies,  and  transformed  tragedy 

into  a  succession  of  amorous  conversations  aftier  the  ^ste 

of  Cyrus  and  Clelie.     The  plays  that  may  be  excepted 

therefrom  consisted  of  long  political  reasonings  such  as 

have  spoilt  Sertorius,  made  Otho  cold  and  Sureha  and 

Attila  wretched.     There  was  yet  another  cause  that  kept 

back  high  pathos  from  our  stage  and  prevented  the  action 

from  becoming  truly  tragic,  and  that  was  the  narrow 

miserable  theatre  with  its  poor  scenery.     What  could  be 

done  on  a  few  dozen  boards  that  were  besides  filled  with 
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spectators!     How  could  the  eyes  of  the  specta 
bribed  and  enchained,  deceived  by  any  display  of  pc 
any  artifice  ?    What  great  tragic  action  could  be  per 
there?     What  liberty  could  the  imagination  of  th 
have  there  ?     The  plays  had  to  consist  of  long  nan 
and  they  thus  became  rather  dialogues  than  plays.  . 
actor  wished  to  shine  in  a  long  monologue  and  everj 
that  did  not  contain  these  was  rejected.     In  this  fon 
theatrical  action,  the  great  expressions  of  passion  fell  a 
there  were  no  powerful  pictures  of  human   misery; 
traits  of  the  terrible  that  could  penetrate  to  the  inneri 
soul  were  absent,  the  heart  was  scarcely  touched  ins. 
of  being  torn." 

The  first  cause  alleged  is  very  true;  gallantly  i 
politics  always  leave  us  cold,  and  as  yet  no  poet  in  \ 
world  has  succeeded  in  combining  with  them  the  exci 
tion  of  pity  and  fear.  The  former  only  exhibits  ihefai 
the  schoolmaster,  the  latter  requires  that  we  should  ha 
nothing  but  the  human  being. 

But  the  second  cause,  how  about  that  ?  is  it  possible  thi 
the  want  of  a  large  theatre  and  good  scenery  should  haT 
such  an  influence  on  the  genius  of  the  poet  ?  Is  it  trw 
that  every  tragic  action  demands  pomp  and  display; 
ought  not  the  poet  rather  so  to  arrange  his  play,  thai 
it  can  produce  its  full  effect  without  these  appendages  ? 

It  certainly  ought  to  do  so,  according  to  Aristotle 
The  philosopher  says :  "  Pity  and  fear  may  be  excited  bj 
vision,  they  may  also  be  produced  by  the  connexion  o\ 
the  events  themselves,  the  latter  plan  is  more  excellent 
and  after  the  manner  of  the  best  poets.  The  fable  musi 
be  so  arranged  that  it  must  excite  pity  and  fear  in  him 
who  merely  listens  to  the  relation  of  its  events ;  such  is 
the  fable  of  *  CEdipus '  that  only  requires  to  be  heard  tc 
produce  this  effect.  To  attain  this  aim  by  the  organs  ol 
sight  requires  far  less  art  and  is  the  business  of  those 
who  have  undertaken  the  business  of  the  representation 
of  the  play." 

Shakespeare's  plays  are  said  to  afford  a  curious  proof  how 
needless  are  scenic  decollations.  We  are  asked  what  plays 
could  more  need  the  assistance  of  scenery  and  the  whole  art 
jf  the  decorator  than  these  with  their  constant  inteniiptiund 


ft 
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sand  change  of  scene;  yet  there  was  a  time  when  the  stages 
yion  which  they  were  performed  consisted  of  nothing  but  a 
e  curtain  of  poor  coarse  stuff  which  when  it  was  drawn  up 

1  showed  either  the  walls  bare  or  else  hung  with  matting  or 
B  tapestry.  Here  was  nothing  for  the  imagination,  nothing 
.to  assist  the  comprehension  of  the  spectator  or  to  help 
?  the  actor  and  yet  it  is  said,  that  notwithstanding,  Shake- 

2  speare's  plays  were  at  that  time  more  intelligible  without 
J  scenery  than  they  became  afterwards  with  it.^ 

?  If  therefore  the  poet  need  take  no  notice  of  decorations, 
i  if  the  decorations  may  be  omitted  even  where  they  appear 
I  necessary  without  any  disadvantage  to  his  play,  why 
,  should  the  narrow  miserable  theatre  be  the  reason  that 
■  the  French  poets  have  furnished  us  with  no  touching 
;•  plays  ?  Not  so,  this  was  not  the  cause,  the  cause  lay  in 
J  themselves. 

And  experience  has  proved  this.  Nowadays  the  French 
I  have  a  beautiful  roomy  stage,  no  spectators  are  tolerated 
on  it,  the  coulisses  are  empty,  the  scene-painter  has  a  free 
;  field ;  he  paints  and  builds  all  the  poet  requires  of  him, 
t  yet  where  are  they  now,  those  warmer  plays  which  they 
{  have  attained  since  ?  Does  M.  de  Voltaire  flatter  himself 
I  that  his  *  Semiramis '  is  such  a  play  ?  It  contains  pomp 
!  and  decoration  enough ;  a  ghost  into  the  bargain,  and  yet 
r  I  know  no  chillier  play  than  his  *  Semiramis.' 

I  No.  81. 

Now  do  I  mean  to  assert  by  aU  this  that  no  Frenchman 
is  capable  of  writing  a  really  touching  tragical  play ;  that 
the  volatile  spirit  of  the  nation  is  unable  to  grapple  with 

>  Gibber's  *  Lives  of  the  Poets  of  Great  Britain  and  Ireland,*  vol.  ii. 
pp.  78,  79 :  *•  Some  have  insinuated  that  fine  scenes  proved  the  ruin 
of  acting.  In  the  reign  of  Charles  I.  there  was  nothing  more  than  a 
curtain  of  very  coarse  stuff,  upon  the  drawing  up  of  which  the  stage 
appeared,  either  with  bare  walls  on  the  sides,  coarsely  matted,  or 
covered  with  tapestry;  so  that  for  the  place  originally  represented, 
and  all  the  succes-sive  changes  in  which  the  poets  of  those  times  freely 
indulged  themselves,  there  was  nothing  to  help  the  spectator's  under- 
standing, or  to  assist  the  actor's  performance,  but  bare  imagination. 
The  spirit  and  judgment  of  the  actors  supplied  all  deficiencies  and 
made,  as  some  would  insinuate,  plays  more  intelligible  without  scenes 
than  they  afterwards  were  with  tlieiu." 
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Bucli  a  task  ?    I  should  be  ashamed  of  myself  if  I  hi 
even  thought  this.     Germany  has  not  as  yet  made  heneU 
ridiculous  hy  any  Bouhours  and  I,  for  my  part,  have  not 
the  least  inclination  towards  the  part.     !•  am  convinaed  i 
that  no  people  in  the  world  have  been  specially  endowed  J 
with  any  mental    gift  superior  to  that  of    any  othor  | 
people.    It  is  true  we  say  the  meditative  Englishman, ' 
the  witty  Frenchman.     But  who  made  this  distinotion?  S 
Certainly  not  nature,  'who  divided  all  things  equally  ( 
among  all.     There  are  as  many  witty  Englishmen  as 
Frenchmen  and  as  many  meditative  Frenchmen  as  medi-  i 
tative   Englishmen,  while  the    bulk  of  the  people   is  \ 
neither  one  nor  the  other.    What  then  do  I  mean?    I* 
mean  to  say  that  the  French  might  very   well<  have  I 
what  as  yet  they  have  not  got,  a  true  tragedy ;  and  why  ' 
have  they  not  got  it?    Voltaire  ought  to  have  known  I 
himself  very  much  better  if  he  meant  to  alight  on  the 
reason. 

I  mean  they  have  not  got  it  because  they  deem  they 
have  had  it  for  a  long  time;  in  this  belief  they  are 
certainly  confirmed  by  something  they  possess  beyond  all 
other  nations,  by  their  vanity,  but  this  is  no  gift  of 
nature.  Nations  are  like  individuals;  in  his  youth  jH 
Gottsched  was  deemed  a  poet,  because  in  those  days,  it  (l- 
was  not  known  how  to  distinguish  between  the  poetaster  '  c 
and  the  poet.  By-and-by  philosophy  and  criticism  )/ij 
explained  this  difference  and  if  Gottsched  had  but  kept  ■ 
pace  with  this  century,  if  his  opinion  and  his  taste  had  u 
been  enlarged  and  purified  together  with  the  opinion  and  :  ir 
taste  of  his  age,  he  might  perhaps  from  a  poetaster  have  * 
become  a  poet.  But  since  he  had  so  often  heard  himself  ■  k 
called  the  greatest  poet,  since  his  vanity  persuaded  him  :  i 
that  this  was  so,  he  remained  what  he  was.  It  was 
impossible  for  him  to  attain  what  he  believed  he  already  : 
possessed  and  the  older  he  grew  the  more  obstinately  and  '. 
imblushingly  he  maintained  himself  in  this  fancied  ' 
possession. 

It  seems  to  me  the  same  thing  has  happened  with  iho 
French.  Scarcely  had  Comeillo  torn  their  theatre  a 
little  from  the  state  of  barbarism,  than  they  already 
believed  themselves    quite    close  to  perfection.      They 
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jJI  deemed  that  Eacine  had  given  it  the  finishing  touch  and 
-  fe  after  this  no  one  questioned  (which  indeed  they  never 
^  had  done)  whether  the  tragic  poet  could  npt  be  yet  more 
Bf  pathetic,  more  touching,  than  Comeille  and  Eacine.  •  It 
^  was  taken  for  granted  that  this  was  impossible,  and  all 
- 1'^  the  emulation  of  the  successive  poets  was  limited  to  the 
Bi  endeavour  to  be  as  like  as  possible  to  the  one  or  the  other. 
^  For  a  hundred  years  they  have  thus  deceived  themselvea 
^  and  in  part  their  neighbours.  Now  let  some  one  come 
H  and  tell  them  this  and  see  what  they  will  reply. 
3  Of  the  two  it  is  Comeille  who  has  done  the  greatest  harm 
m  and  exercised  the  most  pernicious  influence  on  these 
- .  tragedians.  Eacine  only  seduced  by  his  example,  Comeille 
J  by  his  examples-  and  doctrines  together,-  the  latter  especi- 
t  (  ally,  which  were  accepted  as  oracles  by  the  whole  nation 
n^  (excepting  a  few  pedants,  a  Hedelin,  a  Dacier  who,  how- 
^1   ever,  often,  did  yipt  know  themselves  what  they  desired) 

and  followed  by  all  succeeding  poets.  I  would  venture  to 
f  prove  bit  by  bit  that  these  doctrines  could  produce  nothing 
^1  bnt  the  most  shallow,  vapid  and  untragical  stuff.. 
^,  The  rules  of  Aristotle  are  all  calculated  to  produce  the 
^  greatest  tragic  effect.  What  does  Comeille  do  with  them  ? 
^  He  brings  them  forward  falsely  and  inaccurately  and 
^  because  he  still  fields  them  too  severe,  he  endeavoxirs  with 
yt"  one  and  the  other  to  introduce  qudquea  moderations,  qudquea 
s  favorahlea  interprSiationa  and  thus  weakens  and  disfigures, 
f  misinterprets  and  frustrates  every  rule,  and  why  ?  pour 
it^    n'etre  jpas  ohligS  de  condamner  heaucoup  d^poemea  que  nous 

avons  vu  r^ussir  sur  nos  thSdtres  ;  an  excellent  reason  I 

I  will  rapidly  mention  the  chief  points,  some  of  them  I 

have  touched  on  already  but  for  the  sake  of  connexion  I 

must  mention  them  again. 

1.  Aristotle  says  tragedy  is  to  excite  pity  and  fear,  Cor- 

neille  says  oh,  yes,  but  as  it  happens,  both  together  are 

not  always  necessary,  we  can  be  contented  with  one  of 
3  them,  now  pity  without  fear,  another  time  fear  without 
(  pity.  Else  where  should  I  be,  I  the  great  Comeille  with 
"*     my  Eodrigue  and.  my  Chimene?    These  good  children 

awaken  pity,  very  great  pity,  but  scarcely  fear.  And  again 
^    where  should  I  be  with  my  Cleopatra,  my  Prusias,  and 

my  Phocas  ?  Who  can  have  pity  on  these  wretches  ?  but 
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they  create  fear.    So  Comeille  believed  and  the  French 
believed  it  after  him. 

2.  Aristotle  says  tragedy  should  excite  pity  and  fear, 
both,  be  it  nnderstood,  by  means  of  one  and  the  same 
person.  Comeille  says :  if  it  so  happens  very  good.  [It  ifl 
not  however  absolutely  necessary  and  we  may  employ  two 
different  persons  to  produce  these  two  sensations  as  I  have 
done  in  my  *  Eodogune.'  This  is  what  Comeille  did  and  the 
French  do  after  ium. 

3.  Aristotle  says  by  means  of  the  pity  and  fear  excited 
in  us  by  tragedy  our  pity  and  our  fear  and  all  that  is 
connected  with  them  are  to  be  purified.  Comeille 
knows  nothing  of  all  this  and  imagines  that  Aristotle 
^vished  to  say  tragedy  excites  our  pity  in  order  to 
awaken  our  fear,  in  order  to  purify  by  this  fear  the 
passions  which  had  drawn  down  misfortunes  upon  the 
person  we  commiserate.  I  will  say  nothing  of  the  value 
of  this  aim,  enough  that  it  is  not  Aristotle's  and  that  since 
Comeille  gave  to  his  tragedies  quite  another  aim  they 
necessaiily  became  works  totally  different  &om  those 
whence  Aristotle  had  deduced  his  theories,  they  needs 
became  tragedies  which  were  no  true  tragedies.  And 
such  not  only  his  but  all  French  tragedies  became  because 
their  authors  did  not  think  of  the  aim  of  Aristotle,  but  the 
aim  of  Comeille.  I  have  already  said  that  Dacier  wished 
to  unite  both  aims,  but  even  this  mere  union  would  have 
weakened  the  former  and  tragedy  would  have  remained 
beneath  its  highest  effect ;  added  to  this  Dacier,  as  I  have 
shown,  had  only  a  very  imperfect  conception  of  the  former 
and  it  was  no  wonder  if  he  therefore  imagined  that  the 
French  tragedies  of  his  age  rather  attained  the  former 
than  the  latter  aim.  He  says  (*  Po^t.  d'Arist.'  chap.  6th, 
rem.  8):  "Notre  trag6die  pent  r^ussir  assez  dans  la 
premiere  partie,  c'est-&-dire  qu*elle  pent  exciter  et  purger 
la  terreur  et  la  compassion.  Mais  elle  parvient  rarement 
a  la  demiere,  qui  est  pourtant  la  plus  utile,  elle  purge  peu 
Ics  autrcs  passions,  ou  comme  elle  roule  ordinairement  sur 
des  intrigues  d'amour,  si  elle  en  purgeoit  quelqu'une,  oe 
seroit  celle-lk  seule,  et  par  1^  il  est  ais^  de  voir  qu'elle  ne 
fait  que  peu  de  fruit."  Now  the  truth  is  exactly  the  con- 
tiary.  We  could  sooner  find  French  tragedies  which  satis- 
fied the  latter  intention  than  the  former.     I  know  several 
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French  plays  which  distinctly  represent  the  ill-conse- 
quences of  some  passion  from  which  we  may  draw  many 
good  lessons  regarding  this  passion.  But  I  know  none 
that  excite  my  pity  in  the  degree  in  which  tragedy  should 
excite  it,  while  I  certainly  know  various  Greek  and 
English  plays  which  can  excite  it.  Various  French  plays 
are  very  clever,  instructive  works,  which  I  think  worthy 
of  all  praise,  only  they  are  not  tragedies.  Their  authors 
could  not  be  otherwise  than  of  good  intellect ;  in  part  they 
take  no  mean  rank  among  poets,  only  they  are  not  tragic 
poets,  only  their  Comeille  and  Eacine,  their  Cr^biUon  and 
Voltaire  have  little  or  nothing  of  that  which  makes 
Sophokles  Sophokles,  Euripides  Euripides,  Shakespeare 
Shakespeare.  These  latter  are  rarely  in  opposition  to 
Aristotle's  essential  demands,  the  former  are  so  constantly. 
For  to  proceed — 

No.  82. 

4.  Aristotle  says  we  must  not  let  any  perfect  man  suffer 
in  a  tragedy  without  any  fault  on  his  part,  for  this  is  too 
terrible.  Very  true,  says  Comeille :  "  Such  an  event 
awakens  more  displeasure  and  hatred  against  him  who 
has  caused  these  sufferings  than  pitv  for  him  whom  they 
befall.  The  former  sensation  therewre,  which  is  not  to  be 
the  real  aim  of  tragedy,  could  stifle  the  latter  if  it  were  not 
treated  skilfully.  The  spectator  would  depart  discontented 
because  too  much  anger  would  be  mixed  with  this  pity, 
while  he  would  have  been  pleased  if  his  pity  alone  had 
been  excited."  **  But,"  says  Comeille ;  for  with  a  but  he 
must  come  hobbling  after,  "  if  this  cause  falls  away  if  the 
poem  is  so  arranged  that  the  virtuous  man  who  suffers 
excites  more  pity  for  himself  than  displeasure  against  him 
who  makes  him  suffer, what  then  ?  Oh,  then,"  says  Comeille 
**  J^estime  qu'il  ne  faut  point  faire  de  difficultS  d'exjposer  8ur  la 
scene  des  hommea  trh-vertueux"  I  cannot  understand  how 
any  one  could  talk  such  nonsense  against  a  philosopher, 
how  one  can  pretend  to  understand  him  by  letting  him  say 
things  of  which  he  never  thought.  Aristotle  says  the 
wholly  unmerited  misfortune  of  a  virtuous  man  is  no 
matter  for  a  tragedy,  because  it  is  terrible.  Out  of  this 
'*  because  "  Comeille  twists  an  "  in  so  far  "  a  mere  condition 
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is  emongh  for  iim  that  by  ihia  qaid  prx)  qurr  en 
ilays  eeem  jnatified'-wHch  he  ptetendeto  hd 
ittle  contrary  to'  the  rules  of  AristotlQ  that 
arrogant  enough  to  suppose  that  such  pieces  hi 
Peking  to-  AriBtotle  for  him-to  model  his  d<»cti- 
ing  to'.thMa  aTid-to  dednce  ftom  thejn  the 
■whhih  ■  the  misfortune  of  a  whdHy  vittaonf 
nevertheless  l>ecome  an  object  of  tragedy.  Hi 
voici  deux  ou  trois  manieree,  que  peut-etre  j 
Hu  pr^voir,  parce  qu'on  n'en  voyait  pas  d'eien 
thMtras-de  son  temps."  By  whom  are  these  ext 
whom  else  but  by  himself?  and  Which  arfe  t! 
three  forms  7  We  shall  soon  see.  He  says 
form  is  when,  a  very  virtuouB  man*  is  perse 
very  Ticious  one,  but  escapes  the  danger  in 
Ticious  one  is  himself  entrapped,  as  is  the  cas 
f^une '  and '  HeracliuH '  where  it  would  be  quite 
if  in  the  first  play.  Antiochus  and  RodOgune 
second  Heraclius,  Pulchoria  and  Martian. ha 
while  Cleopatra  and  Phokas  had  triumphed,  . 
)f  the  former  awaken  pity,  which  is  not  eti 
«bhorrenoewe  feel  for  their  persecutors,  becaui 
imtly  hope  that  some  lucky  chance  will  occi 
fetve  them."  liet  Goroeille  persuade  whom  1 
Aristotle  did  not  know  this  form;  he  knew 
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eioite  coDlpassioztate  aiiifety'  fbr  -hini  without  being  tet- 
rible< ''  Now « as  'to  th^  secttiid  ioftra  Cdmeille  ehys:  *'  It 
-may  also  bappto  that'a  very'  virtucyus  mto  is  persecuted 
and  killed  1^  c6mmahd  of  another  who  isoiot  sufficiently 
'viciou(i  to  incur-  our  "whole  displ^iasure;  since  he  may  dis- 
•  play  more  weakness-  than-  wickedness  in  'his  petsteoution  of 
-  the  ^  virtuous  •  r  man-.  W  hen  -  Felii  •  lets  •  his  soil^in-lay 
Poiyeuctus  perfeh,'it  is  not  from' 'excessive  zeal  against  the 
Olhristians, -which  wotild  fender  hiiii  'Worthy  of  detestation, 
but  rather  f^om'  dirviie  fear,  which*  makes  him  afraid  of 
saving  him 'in 'the' presence  of  Se-^erus,  of  whose  hatred 
and  revenge  he  stands  in 'awe/  WeHherefore  feel  some 
'displcasuref  against^ f^Hx  and  blamed  ^his-  donduW;,'but  this 
displeksuf^^does  not  outweigh 'the  pity  whieh-.'^e  feel  for 
Polytettcte-and  does  hot  hindeit^him^at- the  eAd  of^th^  play 
fromr  regatning  the^  "good  graces  of-  ihe  rffectators  by  his 
marvellous  conversion."  I  fancy  tra^c  bnnglerti  existed 
at  all  times  and  even  at  Athens;  Why  then  should  Aris- 
"totle  have  been  in  want  of  -a  play  of  similar  coatetruction 
in*  order  to  become  ■  as  "enlightened  d^s  Gorneill^  ?  • '  This  is 
folly i  Nervous,  weak,  undecided  'characters  like  Felix 
are  but  another  fault  in  plays  of  this  stamp,  and  cohtribute 
to  render  them  both  tjoldand  repellent  without  on  the 
other  hand  making  them  -less'  terrible.'  For  as  I  said 
befoi»,  ;the  t^rible  doees  not  consist  in  the  displeksuile  or 
disgust  that  they  awaken,  but  in  the  misfortune  itself 
that  befalk  the  innocent,  regardless^ whether  theii*  perse- 
cutors are  wicked  or  weak ;  whether  they  have  treated  them 
thus  cruelly  with  or  witiiout  intention. '  The  meire  thought 
itself  is  so:  terrible  ithat  there  should  be  human  beings 
who  can  be  wretched  without  any  guilt  of  their  own.:  The 
heathens  endeavoured  to  keep  this  terrible  iii6ught  as  far 
away  from  them  as- possible,  and  toe  should  nourish  it?  we 
should  take  pleasure  in  spectacles  that  confirm  it;  we, 
whom  religion  and  reason  should  have  convinced  that  it  is 
as  false  as  it  is  blasphemous.  The  same  would  have  cer- 
tainly held  good  of  the  third  form  even  if  Comeille  him- 
self had  not  forgotten  to  state  which  this  is. 

5.  Comeille  has  amendments  to  make  even  to  that  which 
Aristotle  says  regarding  the  unfitness  of  an  utter  villain, 
whose  misfortunes  can  excite  neither  pity  nor  fear,  to  be  a 
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hero  of  tragedy.  He  admits  that  he  cannot  excite  pi 
he  certainly  can  fear.  For  although  none  among  the 
tators  should  deem  themselves  capable  of  such  vic< 
consequently  need  not  fear  a  similar  fate,  yet  eac 
may  harbour  in  himself  some  imperfection  aUied  to 
vices  and  be  on  his  guard  against  them  by  means  ( 
fear  of  proportionate,  if  not  of  the  same,  unhappy  < 
quences.  Now  this  is  founded  on  the  false  conc( 
which  Comeille  had  of  fear  and  of  the  purification 
passions  to  be  awakened  in  tragedy.  It  contradicts 
For  I  have  already  shown  that  the  excitation  of  p 
inseparable  from  the  excitation  of  fear,  and  if  it 
possible  that  the  villain  could  excite  our  fear  he 
necessarily  excite  our  pity.  Since  Comeille  hi 
admits  that  he  cannot  do  this,  therefore  he  cannot  c 
other,  and  he  therefore  remains  quite  tmfit  to  attai 
aim  of  tragedy.  Aristotle  indeed  considers  the  villi 
yet  more  unfitted  for  this  than  the  perfect  man,  for  ] 
pressly  demands  that  if  a  hero  of  mediocre  kind  cam 
found  he  should  be  chosen  rather  better  than  worse, 
reason  is  evident,  a  man  can  be  very  good  and  yet 
more  than  one  weak  point,  commit  more  than  one 
by  means  of  which  he  throws  himself  into  an  immeasi 
misfortune,  and  excites  our  pity  and  sorrow  without 
in  the  least  terrible,  because  it  is  the  natural  conseq 
of  his  errors.  What  Dubos  ^  says  of  the  use  of  villa 
tragedy  is  not  what  Comeille  desires.  Dubos  would  j 
them  in  inferior  parts  only,  would  only  use  them  &t 
to  make  the  chief  personages  less  guilty,  would  use  H 
foils.  Comeille  demands  that  the  principal  interest  s 
centre  in  them  as  in  his  *  Eodogune,'  and  it  is  this  -< 
sins  against  the  intention  of  tragedy.  Dubos  observer 
justly  that  the  misfortune  of  an  inferior  villain  mak 
impression  on  us.  We  hardly  notice  the  death  of 
cissus  in  •  Britannicus.'  On  this  account  therefore  th< 
should  avoid  employing  them  as  much  as  possible.  ] 
their  misfortunes  do  not  eflfectually  forward  the  ah 
tragedy,  if  they  are  merely  secondary  means  by  whic 
poet  endeavours  to  eflfect  his  aim  the  better  with 

'  R^exions  orit.  T.  I.  sect.  xt. 


No.  83.]  DRAMATIC  NOTES.  437 

persons,  it  is  incontestable  that  his  play  would  be  better 
still  if  he  could  produce  the  same  effect  without  them. 
The  more  simple  a  machine,  the  less  springs  and  wheels 
and  weights  it  has,  the  more  perfect  it  is. 

i 
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6.  Finally,  to  speak  of  the  misconception  of  the  first 
and  most  important  quality  demanded  by  Aristotle  with 
regard  to  the  morals  of  the  tragic  personages.     These 
should  be  good.     Good?  says  Comeille.  "If  good  here 
means  the  same  as  virtuous,  then  it  will  fare  Iwidly  with 
the  greater  part  of  the  ancient  and  modem  tragedies,  for 
they  abound  in  wicked    and  villainous  persons,   or  at 
least  in  such  as  are  affected  by  weakness  that  cannot 
subsist  beside  virtue."    Comeille  is  especially  solicitous  for 
his  Cleopatra  in  *  Kodogune.'    He  will  by  no  means  allow 
the  goo^ess  demanded  by  Aristotle  to  pass  for  moral 
goodness.     It  must  be  another  sort  of  goodness  that  agrees 
with  moral  badness,  as  well  as  with  moral  goodness. 
Nevertheless,  Aristotle  meant  nothing  but  moral  goodness, 
only  he  made  a  distinction  between  virtuous  persons  and 
persons  who  display  virtuous  morals  under  certain  cir- 
cumstances.   In  short  Comeille  connects  a  false  idea  with 
the  word  morals  and  what  the  prosBresis  is  by  means  of 
which — according  to  our  philosopher — ^free  actions  become 
good  or  bad  morals,  he  has  not  understood.     I  cannot  just 
now  enter  into  a  detailed  proof  of  my  assertion,  which  can 
only  be  done  satisfactorily  by  means  of  the  connexion  and 
the  syllogistic  sequence  of  all  the  ideas  of  the  Greek  critic. 
I  therefore  postpone  it  for  another  opportunity,  the  rather 
as  in  the  present  instance  it  is  necessary  to  show  what  an 
UT -lucky  aitour  Comeille  took  when  he  missed  the  right 
road,  this  detour,  this  expedient  resulted  in  this ;    that 
Aristotle  had  understood  under  goodness  of  morals  the 
brilliant    and   elevated   character   of  some  virtuous   or 
criminal    habit    such   as   might  properly  and  suitably 
belong  to  the  person  who  was  introduced  ("  le  caractere 
brillant  et  61ev6  d'une  habitude  vertneuse  on  criminelle, 
selon  qu'elle   est  propre   et  convenable    4  la   personne 
qu'on  introduit ").     He  says, "  Cleopatra  in  *  Eodogiine '  is 
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extremely  tricked,  there  is  no  nmrder  from  *  which  she 
shrinks  if  only  she  can  maintain  herself  upon  the  throne, 
which  she'ptefers  to  all  else  in  theworld,  bo  intense  is 
her  love  of  dominion.  Bnt  all  hertsrimes  afere  oomzected 
with  a  certain  grandeur  of  soul  which  has  in  it  something 
so  elevated  that  while  we  oondemn  her  actions,  we  must  I 
still  admire  the  source  whence  they  flow.  I  venture  to  J 
say  the  same  of  the  Liar.  Lying  is  unquestionably  a  | 
vicious  habit,  but  Dorante  utters  his  lies  with  such  presence 
of  mind,  such  vivacity  that  the  imperfection  suits  him 
extremely*  well  and.  the  spectator  is  bound  to  confess  that 
though  the  art  of  lying  Ihus  may  be  a  vice  yet  no  block-  | 
head  would  be  capable  of  it."  In  very  truth  Comeille 
could  not  have  had  a  more  perliicious  idea  j  if  we  carry  it  I 
out  there  is  an  end  to  all  truth,  and  all  delusion,  to  all  J 
moral  benefit  of  tragedy.  For  virtue  which  is  always  I 
modest  and  simple,  becomes  vain  and  romantic  by  assuming 
this  brilliant  character,  while-  vice  thus  varnished  wiU 
dazzle  us  from  whatever  point  of  view  we .  regard  it. 
What  folly  to  desire  to  deter  by  the  .unhappy:  oonse- 
quences  or  vice  if  we  conceal  its  inner  ugliness !  The 
conseqilences  are  accidental,  and  experience  tecushee  that 
they  are  as'often  fortunate  as  unfortunate.  This  refers  to  | 
the  purification  of  the  passions  as  conceived  by  Comeille.  ' 
As  r  conceive  it,  as  Aristotle  taught  it,  it  can  by  no  j 
means  be  connected  with  this  deceptive  splendour.  The  j 
false  foil  thus  laid  beneath  vice  makes  me  recognise  per- 
fections where  there  are  none,  makes  me  have  pity 
where  I  should  have  none.  It  is  true  Dacier  nad 
already  contradicted  this  explanation,  but  on  untenable 
i-easons,  and  those  which  he  accepted  together  with  Pere 
Le  Bossu  were  almost  equally  detrimental  to  the  plays,  at 
least  to  their  poetical  perfection.  He  maintains  that  **  the 
morals  should  be  good "  means  nothing  more  than  "  well 
expressed,"  "  qu'elles  soient  bien  marquees."  This  is  cer- 
tainly a  rule  which  rightly  comprehended  deserves  in  its 
proper  place  the  whole  attention  of  the  dramatic  poet. 
If  only  our  French  models  did  not  prove  too  clearly  that 
*'  well  expressed  "  has  been  mistaken  for  **  strongly  ex- 
pressed,"; T j^e-  expression  has  been  over-charged,  pressure 
Aas  bM|MHH|^pres8ure  until  at  last  the  personages 
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diar^-pteris^dj  ^liave  becpipe,  persQ^ifie^.  pbaracteiB  and 
vicipus  or  yirtupus  liui^aA..  J?eiftg§  l^ve  loeem  QouTerted 
into  haggard  pkeJLetpns  p^yice.pr  -sfiyitaie^.  ,..  .  .         t    >r 

He?:ewiithL  I  wiU  treat  pi3^ i^froTi^  tiie. matter ^.wJxoeyer  is 
equal  to  it  yn)l  be  £^ble  tp  makie  big  own.  application  to 
'Kicbard.*      ....  •  .    «  • 

■        :'    '     •'•  '      ■■■■^  •'  •'•    N0.<84.'       ■  •■■■•>■    ;:••.     •• 

On  the  fif};y-^;fi^t  eyening  Pide^Qt's  ,*Ije  P^e.  da  Fa- 
mille  *  was  per6)r^led.     . 

As  this  excellent  play; — i|i,. only;  pleased  the  ^^risians 
inoderately-;-i^, likely. to  all  appearance  ,t;p  bold., its  place 
on  our  sta^e  for  some  time,  1  hope  to  b^ve  occasion  and 
space  en9^gh  to  pour  out  aljl  I,  have  noted  dp wn  from 
time,  to  .time,  concerning  ttie  pi^  itself ^  «^nd ,  the  whole 
dramatic  system  of  the  author.  .    ,,  , 

i  will  go  back  very  fex,  Diderot  did  nol^jfpr  the  first  time 
express  hi^ d4s^atisfa^ctipixwith the tl^tre^pf^hi^^ nation  in 
the  '  Fils  naturei  /  and  tlie  dialogues  app^aed*  Several 
years  cp.rlier  he  had  already  signified  that  he  had  not  the 
high  conception  of  it  with  which  his  jEellow-countrymen 
deceiye  th^mselyep,  and  Eurppejet;§.  itself  be  Received  by 
them.  Btji^  neekpress^d  tlfis.in  a  popk  in  whic|iL.ojp,^  would 
certainly  not  search  for  B^m,}iK^  mattery;  in  a^T^ook  in 
which  a;to][ie  of  persiflage  is  so,  predominant,  that  to  most 
readers,  even  that  which  is  gopd  common-sense  therein, 
seems  nothing  but  farce  and  mockery.  Beyond  doubt 
Diderat  had  his  reasons,  fi^jf  preferring  at  firsit  to  bring 
out  his  most  secret  sentiments  in  such  a  book.  A  wise 
man  often  , says  in  jpke  what  he  intends  .afterwards  to 
repeat  in  earnest.  ,.    r    . 

This  book  is  called.  *  Les  Bijoux  indiscrets*  and Diderot 
now  disclaims  having  writjbpn  it^  Diderot  doesr  well,  but 
yet  he  has  written  it  and  must  have  written  it  if  he  dpes 
not  wish  to  be  a  plagiarist.  It  is  moreover  certain  that 
only  such  a  young  man  could  have  written  this  book  as 
would  afterwards  be  ashamed  to  have  written  it. 

It  is  just  as  well  if  the  smallest  possible  number  of  my 
readers  know  this  book ;  I  will  take  good  care  not  to  make 
them  acquainted  with  it  beyond  what  serves  my  purpose. 

An  emperor — I  know  npt  where  nor  who — had  made 
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various  jewek  reveal  so  many  ugly  things  by  means  of  a 
magic  nng,  that  his  favourite  would  not  hear  any  more 
about  it.    She  rather  preferred  to  break  with  her  own  sex 
on  this  account,  anyway  she  resolved  that  for  a  fortnight 
she  would  limit  her  intercourse  solely  to  the  sultan's 
majesty  and  a  few  wits.     These  were  Selim  and  Biccaric : 
Selim  a  courtier  and  Biccaric  a  member  of  the  imperial 
academy,  a  man  who  had  studied  the  ancients,  and,  without 
being  a  pedant,  was  a  great  admirer  of  them.  The  favourite 
was  once  conversing  with  him  when  their  conversation 
turned  on  the  miserable  nature  of  academic  speeches,  con- 
cerning which  no  one  was  more  uneasy  than  the  sultan 
himself,  because  it  annoyed  him  to  hear  himself  incessantly 
praised  at  the  expense  of  his  father  and  his  forefathers, 
foreseeing  that  the  academy  would  some  day  sacrifice  his 
fame  in  like  manner  to  the  fame  of  his  successor.     Selim, 
as  a  courtier,  had  agreed  to  all  the  sultan  had  said  and 
thus  the  conversation  was  led  on  to  the  theatre,  which 
conversation  I  herewith  impart  to  my  readers. 

"  I  think  you  are  in  error,  sir,*'  replied  Biccaric  to  Selim. 
"  The  academy  is  still  the  sanctuary  of  good  taste,  neither 
sages  nor  poets  can  point  to  halcyon  days  to  which  we 
could  not  oppose  others  taken  from  our  own  times.  Our 
theatre  was  held  and  is  still  held  the  best  in  all  Afirica. 
What  a  masterpiece  is  Tuxigraphe's  *  Tamerlane  I '  It 
combines  the  pathetic  of  Eurisope  with  the  sublime  of 
Azophe.     It  is  the  purely  classical." 

"  I  saw  the  first  performance  of  *  Tamerlane,*  said  the 
favourite,  "  and  thought  the  thread  of  the  play  was  very 

rightly  conducted,  the  dialogue  very  elegant,  lea  hien- 
seances  well  observed.'* 

"  What  a  difference,  madame,  between  an  author  likt* 
Tuxigraphe  who  has  been  nurtured  on  the  ancients  and 
the  greater  number  of  our  modem  waiters !  "  said  Biccaric. 

*'  But  these  modems  "  said  Selim  "  whom  you  abuse  so 
lustily  are  yet  far  removed  from  being  as  contemptible  as 
you  suppose.  Or  is  it  possible  that  you  find  no  genius,  no 
invention,  no  fire,  no  character,  no  description,  no  tirades 
in  them?  What  care  I  for  the  rules  so  long  as  I  am 
amused.  Truly  it  is  not  the  comments  of  the  wise 
Almudir,  or  the  learned  Abdaldok,  nor  the  poetics  of  the 
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acute  Facardin,  all  of  wliich.  I  have  not  read,  that  make 
me  admire  the  plays  of  Aboulcazem,  Muhardar,  and  Alba- 
boiikre,  and  of  so  many  other  Saracens.  Are  there  then 
other  rules  than  the  imitation  of  nature  ?  And  have  wo 
not  the  same  eyes  as  those  with  which  these  studied  ?  " 

"  Nature,"  replied  Eiccaric,  "  shows  itself  to  us  every 
moment  in  various  guises.  All  are  true,  but  all  are  not 
equally  beautiful.  To  make  a  good  choice  from  among 
them,  this  is  what  we  must  learn  from  the  works  of 
which  you  do  not  seem  to  think  much.  They  are  the 
collected  experiences  of  the  authors  and  their  predeces- 
sors. However  intelligent  we  may  be  we  only  acquire 
our  ideas  one  after  the  other,  and  one  individual  would 
flatter  himself  vainly  if  he  deemed  that  he  could  observe 
for  himself,  in  the  short  space  of  a  lifetime,  all  that  has 
been  discovered  for  him  in  so  many  centuries.  Were  this 
not  so  we  could  maintain  that  a  science  might  owe  its 
origin,  its*  development  and  its  perfection  to  one  single 
mind,  which  as  you  know  is  against  all  experience." 

"  From  this,"  replied  Selim,  "  nothing  further  follows 
but  that  the  modems  who  can  make  use  of  all  the 
treasures  which  have  been  collected  up  to  their  day,  must 
be  richer  than  the  ancients,  or  if  this  comparison  does 
not  please  you,  that  they  must  necessarily  see  further 
from  the  shoulders  of  the  giants  on  which  they  have 
stept,  than  these  can  see  themselves.  In  truth  what  are 
their  natural  history,  their  astronomy,  their  navigation, 
their  mechanics,  their  arithmetic  in  comparison  to  ours  ? 
Why  therefore  should  we  not  be  equally  superior  to  them 
in  eloquence  and  poetry  ?  " 

"Selim,"  said  the  favourite,  "the  difference  is  great 
and  Riccaric  can  explain  this  to  you  some  other  time. 
He  can  tell  you  why  our  tragedies  are  worse  than  those 
of  the  ancients ;  but  that  they  are  so  I  can  easily  take 
upon  myself  to  prove  to  you.  I  cannot  accuse  you  of 
not  having  read  the  ancients.  You  have  acquired  too 
much  elegant  knowledge  for  the  theatre  of  the  ancients 
to  be  unknown  to  you.  Now  I  ask  you  to  put  aside 
certain  ideas  that  refer  to  their  customs,  their  manners 
and  their  religion,  and  which  offend  you  only  because 
circumstances  have  changed,  and  then  tell  me  whether 
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tlieuTt  isubjocts .  are .  iK>t:abm js  •  noble^  clioico  •  •and  inierest- 
ing?  .  Does  not.  the  .action  develop  quiteDatuvalljr  ?  does 
not  the  simple. dialogue  approaoh  very  near  to:  natiore? 
are  the  complications  in  the. least. forced?;! is  the  inteirest 
divided  ? .  the  action  overladen  with  episodes  ?     Transport 
yourself,  in  thought  to  the  island  of  Alindala,  exatmine  all 
that  took  place  there,  listen  to  all  that  has  been  said  from 
the  moment  that  yoiuig  Ibrahim  and  the  wily  FooidSGUiti 
landed^  .approach  the  cave  of  the  unhappy  Polipsile,  Jose 
no  word  of  his  murmurs  and  then  tell  me  whether  the 
smalleat«thing>occurs  that  could  disturb  your  ■  illusion  ? 
Name  to. me  a  single. modem  play  which-  can  bear  iho 
same  test,  which  caaof  lay  claim  to  the  •  same  degree  of 
perfection  and  you  shall  have  conquered.--  

*' By  Bramah:!."  said  the  Sultan  yawning^  ''madamu 
has  made  us  an  excellent  academic  address  I  '* 

'*  I. do  not  understand  the  rules,"  continued  the  favourite, 
'^and  still  less  the  learned  words  in  ^ which  they  have  been 
clothed.  But  I  know  that  only  the  true  pleases  and 
touches.  I .  know  also  that  the  perfection  of  a  drama 
consists  in  the  accurate  imitation  of  an  action,  at  which 
the  !&pectator  deems  he  is  present,  his  illusion  not  being 
destroyed  by  any  interruption.  Now  is  there  anything 
in  the  least  resembling  iiiis  in  the  tragedies  you  praise 
so  highly  ?  " 

No.  85. 

"  Do  you  praise  their  subjects  ?  Those  are  generally  so 
involved  and  various  that  it  would  be  a  miracle  if  so  many 
things  could  really  occur  in  so  short  a  time.  The  destruo- 
tion  or  the  preservation  of  a  kingdom,  the  marriage  of  a 
princess,  the  fall  of  a  prince,  all  this  occurs  as  rapidly  al 
we  turn  our  hands.  Is  a  conspiracy  concerned  ?  It  iW 
planned  in  the  first  act,  in  the  second  it  is  already 
hatched,  in  the  third  all  the  measures  have  been  t^en, 
all  obstructions  removed,  the  conspirators  are  ready;  in 
the  next  there  will  be  a  revolution,  an  encounter,  even  a 
pitched  battle.  And  all  this  you  call  well-developeil, 
interesting,  warm,  probable?  I  can  forgive  such  an 
opinion  to  you  least  of  all,  who  know  how  much  it  often 
costs  to  bring   about  the   mobt  miserable  intrigue  and 
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9     how  xav^Ii-  time  k  lost  in  the  .smallest  .poiUtioal  affair  <  over 
t     preHmisiarieSjt  oonferences  and  dificufisionB.".  ,< 

"It 'is' true  madame" 'replied.  SeUm,'*  our  pla-ys  area; 
little  oveiiaden-;  but  that  is  a  necessary  evil;  without  the 
help  of  episodes  we  should  be  chilled."  . 

"  That  is  to  say :  in  order  to  give  fire  and  spirit  to  the 
inHtation  of  an  action,  this  action  must  be  represented 
nei1^evja&it'i&  nor  as  it-  should  bew  .  Can  anything  more 
absurd  be.  imagined?  Scarcely^  unless  it  were  that. the 
violins  play  a  lively  air, .  some  meny  sonata,  while  the 
speotatore  are'tOibein  anxiety  concerning  the  prince  who 
is  on  the>  point  of  losing  his  beloved,  his  throne.  an4  his 
life."-  .^      .    M  ..  .    .  /,      ■  -.; 

"Madame,"  said  Mongogul,  "you  are  quite  right;  we 
ought  to  play  sad  airs  and  I  will  go  and  order,  some."  ,  go 
saying  he  got  up  and  went  out  and  Selim,.  Biccaric  and  the 
favourite  leontinuedthe  conversation  among  themsi^lves. 

•  '"  At  leaBtmadame-". replied  Selim  **  you  vrill  not  deny 
that  if  the  episodes  destroy  our  illusion,  the  dialogue  puts 
us  baok  into  that  estate.  I  do  not  know  who  understand? 
that  better  than  our  tragic  poets/.' 

=  ^'  1)hen>nQ  one^ understands  it "  she  replied.  "»The  wit, . 
the. playful' and  the  stilted  telements:  that  r^ga  th^ein 
are  removed  <  a  thousand,  thousand  miles .  from :  nature. 
The  author  tries  in  vain  to  hide  himself,  he  does  not 
escape  my  eyes  and  I  see  him  continually  behind  his 
personages.  Cinna,  Sertorius,  Maximus,  .Emilia  are  at 
all  moments  Comeille's  speaking-tubes.  Our  old  Saracens 
did  not  converse  together  thus.  If  yofU  like,  Eiccaric  can 
translate^  some  passages  to  you  and  you  will  hear  the 
simple  nature  that  speaks  from  their  mouths.  I  shpuld 
so  like  to  say  to  the  modems :  Gentlemen  instead  of 
ezKdowing  your  personages  with  wit  at  all  moments,  why 
do  you  iK)t  seek  to  put  them  into  positions  that  would 
giv64hem  some  ?  " 

"  To  judge  by  what  madame  has  said  as  to  the  course 
and  the  dialogue  of  our  dramas,  it  would  not  seem  as  if 
you  would  accord  much  indulgence  to  iHiQir  dSrumement'* 
said  Selim. 

*^No,  certainly  not,"  replied  the  favourite,  "  there  are  a 
hundred   bad  ones  for  one  that  is  good.    One  is  not 
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sufficiently  led  up  to,  the  other  occurs  as  by  a  miracle. 
If  the  author  does  not  know  what  to  do  with  a  person 
whom  he  has  dragged  from  scene  to  scene  through  five 
acts,  he  finishes  him  off  quickly  with  a  dagger  thrust,  all 
the  world  begins  to  weep  and  I,  I  laugh  as  though  I  were 
mad.  Again  did  ever  any  one  speak  as  we  declaim  ?  Do 
princes  and  kings  walk  differently  from  other  men  ?  Do 
they  ever  gesticulate  like  madmen  and  possessed  creatures  ? 
And  do  princesses  howl  when  they  speak  ?  It  is  generally 
assumed  that  we  have  brought  tragedy  to  a  hi^  degree 
of  perfection,  and  I  for  my  part  hold  it  to  be  almost 
proved  that  of  all  species  of  literature  attempted  by  the 
Africans  during  the  last  centuries  just  this  has  remained 
the  most  imperfect." 

The  favourite  had  just  got  to  this  point  in  her  abuse 
of  our  theatrical  works,  when  Mongogul  re-entered. 
"Madame"  he  said,  "you  will  do  me  a  favour  if  you 
proceed.  You  see  I  understand  how  to  shorten  the  art  of 
poetry  when  I  find  it  too  long." 

"  Let  us  assume  "  continued  the  favourite,  "  that  a  man 
came  here  fresh  from  Angote  who  had  never  heard  of  a 
play  in  his  life,  but  who  was  not  wanting  either  in 
knowledge  or  good  sense,  who  knew  what  could  happen 
at  a  court,  who  was  not  unacquainted  with  the  in- 
trigues of  courtiers,  the  jealousies  of  ministers  and  the 
machinations  of  women.  Supposing  I  said  to  such  a  man 
in  confidence :  '  My  friend,  dreadful  things  are  at  work  in 
the  seraglio.  The  prince,  who  is  angry  with  his  son 
because  he  suspects  him  of  loving  Manimonbande,  is  a 
man  whom  I  hold  capable  of  the  most  cruel  revenge  on 
both.  To  all  appearance  this  matter  must  have  sad  conse- 
quences. If  you  like  I  will  contrive  that  you  shall  be  a 
witness  of  all  that  passes.'  He  accepts  my  proposal  and 
I  lead  him  into  a  box  protected  by  a  grating,  out  of  which 
he  can  see  the  theatre,  which  he  thinks  is  the  sultan*! 
palace.  Do  you  believe  that  notwithstanding  all  the 
gravity  I  endeavour  to  maintain,  this  stranger's  illusion 
will  last  for  a  moment?  Must  you  not  rather  concede 
that  he  will  laugh  in  my  face  in  the  first  scene  as  ho 
sees  the  stilted  walk  of  the  actors,  their  strange  dresses, 
their   exaggerated    gestures,   and   hears   their  language 
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spoken  with  strange  emphasis  in  rhymed  and  measured 
speech,  and  is  struck  by  a  thousand  other  absurdities? 
Will  he  not  say  straight  out  either  that  I  am  making  sport 
of  him  or  that  the  prince  and  all  his  court  are  dementeid?** 

"  I  admit,"  said  Selim,  "  that  this  assumed  case  makes 
me  hesitate ;  but  could  you  not  consider  that  wo  go  to  a 
play  with  the  knowledge  that  we  are  about  to  assist  at  the 
imitation  of  an  action,  not  at  the  action  itself." 

"  Should  this  knowledge  hinder  the  action  from  being 
represented  in  the  most  natural  manner  possible  ?"  asked 
the  favourite. 

Here  the   conversation  gradually  passes  on  to  other 
matters  that  do  not  concern  us.     Let  us  turn  and  consider 
what  we  have  read.     Beyond  question  Diderot  clear  and 
simple  I     But  at  that  time  all  these  truths  were  spoken 
to  flie  winds.     They  did  not  rouse  any  feeling  in  the 
French  public  until  they  were  repeated  with  all  didactic 
solemnity  and  accompanied  by  examples  in  which  the 
author  (endeavoured  to  depart  from  some  of  these  criticised 
faults  and  to  tread  the  paths  of  nature  and  illusion. 
Then  envy  awoke  criticism.     Oh  now  it  was  clear  why 
Diderot  did  not  deem  the  theatre  of  his  nation  at  the  acme 
of  perfection,  which  they  believed  it  to  be  at,  why  he  saw 
so  many  faults  in  their  lauded  masterpieces ;  only  and  solely 
to  make  room  for  his  own  plays !     He  had  to  decry  the 
method  of  his  predecessors  because  he   felt   that   if  he 
pursued  this  method  he  would  find  himself  immeasurably 
below  them.     He  had  to  be  a  miserable  charlatan  despis- 
ing all  strange  nostrums  in  order  that  no  one  should  buy 
any  but  his  own.     Thus  the  Palissots  fell  upon  his  plays. 

Beyond  question  he  had  given  them  some  excuse  in  his 
'  Fils  naturel.'  This  first  attempt  is  by  no  means  equal  to 
the  *  Pere  de  famille.'  There  is  too  much  monotony  in  the 
characters,  they  are  too  romantic,  the  dialogue  is  stilted 
and  archaic,  a  pedantic  mixture  of  new-fangled  philo- 
sophical sentences ;  all  these  matters  gave  to  censure  an 
easy  field.  .  .  .  Neither  can  it  be  denied  that  the  form 
which  Diderot  gave  to  the  accompanying  dialogues  and 
the  tone  he  adopted  in  them,  were  somewhat  vain  and 
pompous,  that  he  brought  forward  various  comments  which 
were  not  new  and  not  peculiar  to  him  as  though  they  were 


'44G  LESSING'S  PKOSE  WORKS.  CNo.  8& 

whedlyaidw  diBoonrses  and  that  otiboroommentaiiadiiotit^e 
profaiidity  thejr^seemed  to  have  in  his  dazzling  language. 

'•'-'■  No.  86:     ••    '  •--''  •^-  '*  ■  "*■'  i'*^''  • 

.  For  example,  J>iderot  uvaintainB^ .^h^t  an  hoynao^.naiare 
there  are  at  most  .a  dozen  comio  characters/ i0f,.pxoiauieiit 
feature,  and  that  the  little  vajrieties.in.the  ^umaujoharacter 
cannot  be.  bo  happily  treated  :IM^:  .tlud  .purailj^ ,  niunized  \ 
characters.  >  He.  thereforor  proposed  that  .clasaefi  i^tead 
of  characters  should  be  brought  upon  the  stage  and  desired 
that  their  treatment  should  form  the  especial  labour  of  i 

.  seiious  CGfloaedy.  He  says,  "  Un^il  now.  character  JUasibeen  ) 
the  chief  work  of  comedy  and  class .  distkaoitioT^ai  =  .were 
something  accidental;. now.  however  thaaooial  Btaoa^iBg 
must  be  the  chief  consideration  and  the  .oharactw  the 
accidental.  The  whole  intrigue  used  tp  be  drawn,  ifknui 
the  character,  the  circumstances  under  whieh  «it  ibeBt 
evinced  itself  were  carefully. chosen  and.iivterwav^nii.rlii 
future  the  duties,  prejudice8f,andinconyenieHce&of  aaooial 
standing  must  serve  for  the  groundwork  ,of  a  play.  This 
source  seems  to  me  far  more,  prodAictivOy  pf>rfar/gi:eqiter 
extent,  of  far  greater  utility,  than  the  source  of  character. 
If  the  character  was  a  little  exaggerated,  then  the  spectator 
would  say  to  himself,  this  is  not  I.  But  he  cannot  deny 
that  the  class  represented  is  his  class,  he  cannot  possibly 
mistake  his  duties^  He  is  forced  to  apply  that  which  he 
hears  to  himself." 

Palissot's  objections  to  this  are  not  groundless.^  Ho 
denies  that  nature  is  so  poor  in  origin?^!  cjtar^cters  that 
the  comic  poets  have  already  exhausted  them.  MoUere  saw 
enough  new  characters  before  him  and  believed  that  he 
had  scarcely  treated  the  smallest  part  of  those  that  could 
bo  treated.  The  passage  in  which  he  rapidly  constructs 
various  of  these  is  as  curious  as  it  is  instructive,  for  it 
makes  us  suspect  that  the  Misanthrope  would  scarcely 
have  remained  his  non  j^lus  ultra  in  high  comedy  if  he  had 
lived  longer.* 

>  The  dialogue  following  •  Le  fils  naturel/ 

*  *  Petites  Lettres  sur  de  grands  PhilosophcB,*  Letter  II. 

»  •Impromptu  do  Versailles,'  Sc.  II.:  **EhI  mon  paune  Marquis 

*"-  *^  (k  Molina)  foumirons  toujours  assoz  de  matiere,  et  noua  ne 
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OPalissot  himself  18' not;infeliGitOkti&  m  -  adding,  9Qine  new 
characters  of  his  own  observation;  the  stupid  Maecenas 
with  his  servile- clients ;  the  man  in  the  wrong  place  $  the 
suspicious  mttn<  whose  elaborately  conceived  attacks  aore 
wrecked'  *(m  the  simple  honesty  of  a  worthy;  man,  the 
pseudo-philosopher ;  ^  the  '-eGcentric, '  the  hypocrite  wil^ 
«ocial  rrirtiXto,  SHiee  the  religicras  hy^crites  are^  somewhat 
out  of  fashionv^"  Trrttly  there,  are  no- comcmom;  vistas  thus 
displayed  tpf'^es  l^at  can  look  well'az^to  th^r.  distance 
that' here- opens 'ovt-into^jhe  endless,.  •,  Here. isi /harvest 
enough  for  the  few  reapers  who  may  i  dare  to.  venture 

upon  it !  '•       '.  '  ■ «     :■■' ' •■    ^,  ,  .'...■•    ,   . .  t      ■   <:x 

>AnJd  if-^l^e  comic  ohaiaoters  are  really  so  few  and  th,ese 

few  have  been  exhausted/ will,  social  olasEiesiielp.us  out  of 

this  perplexity,  objectei^  FaKssot?!  Xet  usahooSeooiLe  as  an 

example,^  the  position  r  of  judge. ...  Must  I  not  give  this 

judge-  a  icharacter?; '  iMust  he  nQt  be  sad  or  merry^  -serious 

or  careless,  affieible  or.  violent  ?    And.  will  it  not  be.  mea^ely 

.  this  character. whioh  lifts  him  out  of  the- range  of  a  meta- 

•  physicaiL  abstraction  and  oonverts.  himi  ,into  a  •  real  being  ? 

And  consequently  will  not  the  foundations  of  the  intrigue 

.  and  the^  moral  of  the  play  onae  more- rest  upon  character? 


pretions  gneres  le  phemin  de  nouii  rieiidre  sag^  piti*  tout  ce  qt^l  fait  et 
tout  66  ^'il  dit.  Groid-tu  qu'il  att  ^ms^  dans  sea  oomedieff  toiis  les 
ridicides  des  hc^nmes,  et  sans  <  sor tip  de  la  eoup,  ^'ft't-il  pas  encore 
ringt  caract^es.  de  gens,  oU  il.n'i^  paa  touche?  N'art-ii  pas,  par 
f^.xemple,  ceux  qui  se  font  les  plus  grandes  amities  du  monde,  et  qui,  le 
dos  toum^,  font  galanterie  de  se  dechirer  Tun  I'autrie  ?  N'a^t-il  pas  cos 
adulateu^  Ik  outmnoe,  ces  flatteurs  insipidgfrqui  n'assaisonuent  d*aucuu 
series  lomangeil  qti*ils  donnent,  et  dont  touts' les  flatteries  ont  unc 
douceur  fade  qui  fait  mal  au  cgbut  li  ceux  qui  les  ^content?: ,  N'a-t-il 
po^  ces  l^hes  oDurtisans  de  la  faveur,  ces  perfides  adosateura  de  la 
fortune,  qui  vous  encensent  dans  la  prosp^rit^,  et  vous  accablent  dans 
la  disgrace?  N*a-t-il  pas  ceux  qui  sent  toujours  m^ntents  de  la 
oour.  ces  suivants  inutiles,^  ces  incommodes  assidus,  ces  gens,  dis-je, 
qui  pour  services  ne  peuvent  compter  que  des  importunity  et  qui 
veulent  qu*on  les  recompense  d'avoir  obs^^  le  prince  dix  ans  durant  ? 
N'a-t-il  pas  ceux  qui  caressent  ^galement  tout  le  monde,  qui  prominent 
lours  civilites  h.  droite,  k  gauche,  et  courent  k  tous  ceux  qulls  yoyent 

ttvec  les  memos  embrassades,  et  les  mdmes  protestations  d'amiti^  ? 

Va,  va,  Marquis,  Moli^re  aura  toujours  plus  de  sujets  qu'il  n'en  voudra, 
It  tout  ce  qu'il  a  touchy  n'est  que  bagatelle  au  prix  de  oe  qui  reste/' 
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Consequently  will  not  class  distinctions  again  become  th« 
accidental  ? 

It  is  true  that  Diderot  might  reply  to  this :  Certainly 
the  person  whom  I  dignify  with  a  standing  must  also 
have  his  individual  character ;  but  I  desire  that  this  should 
be  such  as  does  not  clash  with  the  duties  and  circum- 
stances of  his  class  but  rather  harmonises  well  with  them. 
Therefore  if  this  person  is  a  judge,  it  is  not  open  to  me  to 
make  him  serious  or  careless,  aft'able  or  violent ;  he  must 
needs  be  serious  and  affable  and  both  in  the  degree  that 
his  occupation  demands. 

This,  I  say,  Diderot  might  have  replied ;  but  then  he 
woidd  have  approached  another  danger,  namely  the 
danger  of  perfect  characters.  His  class  personages  would 
never  do  anything  else  but  what  they  must  do  according 
to  their  duty  and  conscience,  they  would  act  exactly 
according  to  rote.  Do  we  expect  this  in  comedy?  Can 
such  representations  be  attractive  enough?  Will  the 
advantage  we  may  hope  from  them  be  great  enough  to 
compensate  the  labour  of  creating  a  new  species,  of  writing 
a  new  poetics  ? 

The  danger  rock  of  perfect  characters  does  not  seem  to 
me  to  have  been  sufficiently  observed  by  Diderot.  In  his 
plays  he  rather  steers  straight  towards  it  and  in  his 
critical  sea-charts  he  finds  no  warning  signals.  He  rather 
finds  matters  in  it  that  advise  h\m  to  direct  his  course 
thither.  It  is  only  needful  to  recall  what  he  says  on  con- 
trasting the  characters  of  Terence's  '  Adelphi.'  The  two 
contrasted  fathers  are  depicted  with  equal  force,  so  that 
the  subtlest  critic  would  be  perplexed  to  name  the  chief 
personage,  whether  Micio  or  Demea.  If  he  pronounces 
a  verdict  before  the  last  act  he  might  easily  be  amazed  on  ' 
finding  that  he  whom  he  held  throughout  five  acts  to  be  \ 
a  sensible  man,  is  nothing  but  a  fool,  and  that  he  whom  ^ 
he  deemed  a  fool  is  actually  the  more  sensible  man.  We 
should  be  almost  inclined  to  say  at  the  commencement 
of  the  fifth  act  of  this  drama,  that  the  author  had  been 
forced  by  the  difficulty  of  contrast,  to  abandon  his  end  and 
to  reverse  the  whole  interest  of  the  play.  What  has 
become  of  this  ?  We  no  longer  know  for  whom  to  interest 
ourselves.    At  the  beginning  we  were  with  Micio  against     ' 
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Demea,  and  in  the  end  we  are  for  neither.  We  almost 
demand  a  third  father  to  hold  the  mean  between  these 
two  and  show  wherein  they  have  failed. 

Not  I.  ^  I  earnestly  beg  to  be  excused  this  third  father, 
•whether  in  the  same  play  or  by  himself.  What  father 
does  not  think  he  knows  what  a  father  should  be  ?  We 
all  think  ourselves  to  be  on  the  right  road  ;  we  only  ask 
now  and  then  to  be  warned  against  aberrations  on  either 
side. 

Diderot  is  right ;  it  is  better  if  the  oharacters  are  only 
different,  not  contrasted.  Contrasted  characters  are  letw 
natural,  and  augment  the  romantic  aspect  that  in  any 
case  is  seldom  lacking  to  dramatic  events.  For  one 
gathering  in  common  life  wherein  the  contrast  of 
character  is  shown  as  saliently  as  the  dramatist  demands, 
there  are  thousands  where  they  are  merely  different. 
Very  true.  But  is  not  a  character  that  always  moves  in 
the  same  grooves  marked  out  by  reason  and  virtue,  a  still 
greater  phenomenon?  Among  twenty  gatherings  in 
common  life,  we  shall  sooner  find  ten  in  which  fathers 
take  totally  opposed  paths  in  the  education  of  their 
children,  than  one  that  can  show  the  ideal  father.  And 
this  true  father  is  always  the  same,  is  singular  though 
the  variations  from  him  may  be  endless.  Consequently  the 
^lays  that  bring  forward  the  true  father  will  be  individu- 
ally more  unnatural,  collectively  more  monotonous,  than 
those  which  introduce  fathers  of  various  principles.  It 
is  also  certain  that  those  characters  which  in  society  seem 
merely  different,  contrast  themselves  of  their  own  accord 
as  soon  as  conflicting  interests  put  them  in  motion.  It  is 
moreover  quite  natural  that  they  should  then  be  eager  to 
seem  yet  more  opposed  than  they  really  are.  The  vivacious 
man  will  be  fire  and  flame  against  him  who  seems  to  be 
acting  in  a  lukewarm  manner,  and  the  lukewarm  man 
will  be  cold  as  ice  in  order  that  the  other  may  commit  as 
many  indiscretions  as  may  eventually  be  xusefiil  to  him. 

Nos.  87  and  88. 

In  like  manner  other  remarks  of  Falissot's,  if  not  quite 
i  just,  are  not  wholly  false.  He  plainly  enough  discerns  the 
1^        VOL  III.  2  a 
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ring  into  which  he  would  thrust  his  lance,  only  in  the 
eagerness  of  his  attack  his  lance  shifts  its  place,  and  he 
just  misses  the  ring.  Thus  among  other  things  he  sayi 
of  '  Le  fils  naturel,'  *'  What  a  strange  title !  the  natural 
son !  Why  is  the  piece  so  called  ?  What  influence  does 
Dorval's  birth  exert  ?  What  event  does  it  provoke  ?  Tc 
what  situations  does  it  give  rise?  What  void  does  it  fill? 
What  can  have  been  the  intention  of  the  author?  To 
serve  up  a  few  observations  against  the  prejudice  of 
illegitimate  birth?  What  sensible  being  does  not  know 
of  his  own  accord  how  unjust  is  such  a  prejudice  ?* 

Diderot  might  have  replied  to  this :  This  circumstance 
was  needful  to  the  complication  of  my  fable;  without 
it  it  would  have  been  far  more  improbable  that  Dorval 
should  not  know  his  sister,  and  his  sister  not  know  of  a 
brother.  It  waj3  open  to  me  to  borrow  the  title  thence  and 
I  might  have  borrowed  the  title  from  a  yet  more  trifling 
circumstance.  If  Diderot  had  replied  thus,  would  Falissot 
not  have  been  refuted  ? 

Meanwhile  the  character  of  the  natural  son  is  open  to 
quite  another  objection  with  which  Palissot  could  have 
attacked  the  poet  far  more  sharply.  Namely  this,  thai 
the  circumstance  of  illegitimate  birth  and  consequent 
neglect  and  seclusion  imposed  on  Dorval  for  many  years, 
is  a  circumstance  too  peculiar  and  singular,  must  have  had 
too  much  influence  on  the  formation  of  his  character, 
for  it  to  have  that  universality  which  according  to 
Diderot's  own  doctrine  is  demanded  in  a  comic  character. 
This  subject  tempts  me  to  a  digression  on  this  doctrine, 
and  why  need  I  resist  such  a  temptation  in  a  work  of 
this  kind? 

Diderot  says :  "  The  comic  genus  has  species,  and  the 
tragic  has  individuals.  I  will  explain.  The  hero  of  a 
tragedy  is  such  and  such  a  man ;  he  is  Eegulus,  or  BrutuSt 
or  Cato,  and  no  other.  The  prominent  persons  in  a  comedy, 
on  the  other  hand,  must  represent  a  large  number  of  man- 
kind. If  we  accorded  to  them  one  peculiar  physiognomy 
so  that  only  one  single  individual  could  resemble  tbem, 
comedy  would  lapse  back  into  its  childhood.  Terence 
seems  to  me  to  have  once  fallen  into  this  error.  His 
HMOdfiBiiiMiBllMPM  is  a  father  who  sorrows  ovor  the 


t  • 
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fearful  resolution  to  wliich  he  has  driyen  his  son  by  exces- 
sive rigour  and  who  therefore  punishes  himself  by  curtail- 
ing his  food  and  clothing,  avoiding  society,  dismissing  his 
servants,  and  cultivating  his  fields  with  his  own  hands. 
It  may  be  said  there  are  no  such  fathers.  The  largest 
city  would  scarcely  furnish  one  example  of  such  rare 
sorrow  in  a  century." 

In  the  first  place  concerning  the  Heautontimorumenos : 
if  this  character  is  really  to  be  censured,  the  blame  falls 
on  Menander,  not  on  Terence.  Menander  was  the  creator 
of  this  being,  to  whom,  to  all  appearance  he  accorded  a 
far  more  extended  rSle  than  he  plays  in  Terence's  imita- 
tion, in  which  his  sphere  is  limited,  because  of  the  double 
intrigue.^     But  that   it   comes  from  Menander,  would 

'  That  is,  if  the  sixth  line  of  the  prologae^ 

**  Duplex  qu8d  ex  argumento  facta  est  simplici " 

— ^was  really  so  written  by  the  poet  and  is  not  meant  to  be  understood 
otherwise  than  Dacier  and  after  her,  the  new  English  translator  of 
Terence,  Golman,  explain  it.  "  Terence  only  meant  to  say  that  he  had 
doubled  the  characters ;  instead  of  one  old  man,  one  young  gallant,  one 
mistress,  as  in  Menander,  he  has  two  old  men,  &c.  He  therefore  adds, 
very  properly,  *  novam  esse  ostendi/  which  certainly  could  not  have  been 
implied  had  the  characters  been  the  same  in  the  Greek  poet."  Even 
Acman  BcurkanduB,  nay  even  the  old  glossa  interlinealis  of  Ascensius 
did  not  read  the  duplex  otherwise ;  *  propter  senes  et  juvenes,'  says 
this  one,  and  the  other  writes,  *  nam  in  hac  latina  senes  duo,  adolescentes 
item  duo  sunt.'  And  yet  this  rendering  will  not  satisfy  me,  because 
I  cannot  see  what  remains  of  the  play  if  we  take  away  the  persons  by 
whom  Terence  doubled  the  characters  of  the  old  man  and  the  lovers. 
I  cannot  conceive  how  Menander  could  treat  this  subject  without 
Ghremes  and  Olitipho,  both  are  so  interwoven  that  I  cannot  think  of 
a  complication  or  solution  without  them.  I  will  not  even  name 
another  explanation  by  which  Julius  Scaliger  made  himself  ridiculous. 
Also  that  which  was  given  by  Eugraphius  and  adopted  by  Faeme  is 
quite  absurd.  In  this  perplexity  the  critics  have  sought  to  change 
now  the  duplex,  now  the  timplid  in  the  line,  which  the  MSS.  in  a 
measure  justify.    Some  read — 

*  Duplex  qu8s  ex  argumento  facta  est  duplicV 
others, 

*  Simplex  quse  ex  argumento  facta  est  duplici.' 

VHiat  remains  but  that  some  one  should  now  come  and  read«- 

*  Simplex  qun  ex  argumento  facta  est  ^mpli^i '  ? 

2  o  2 
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alone  have  checked  me  from  condemning  Terence  on  ite 
account.     The  saying  &  MiyavSpe  koX  ^U,  irorepos  op*  vpSr 


And  quite  seriously,  this  is  how  I  should  like  to  read  it.  Let  any  one 
refer  to  tiie  passage  in  the  context  and  ponder  my  reasons. 

'  Ex  Integra  GrsBca  integram  comoediam 
Hodie  sum  acturus  Heautontimonimenon : 
Simplex  quie  ex  argumento  facta  est  simplicL' 

It  is  well  known  what  was  reproached  to  Terence  by  his  enfioai 
co-labourers  at  the  theatre — 

'  Multa  contaminasse  GrsBcas,  dum  fadt 
Faucaslatinas' 

— for  he  was  in  the  habit  of  welding  two  Greek  plays  into  one  Latin  one. 
Thus  he  combined  his  *  Andria'  from  the  *  Andria '  and  *  Perinthia'  of 
Menander;  his  *Eunuchus'  from  the  'Eunuchms'  and  the  'Golax' 
of  the  same  poet ;  his  '  Brothers '  from  the  '  Brothers '  of  Menander  and 
a  play  of  Diphilus.  On  account  of  this  reproach  he  justifies  himself 
in  the  prologue  to  his  *  Heautontimorumenos.'  He  admits  the  fisMst, 
but  denies  that  he  has  acted  otherwise  than  many  good  poets  befoie 
him  :~^ 

*  Id  esse  factum  hie  non  negat 
Keque  se  pigere,  et  delude  factum  iri  autumat, 
Habet  bonorum  exemplum :  quo  exemplo  sibi 
Licere  id  facere,  quod  ille  fecerunt,  putJEit.* 

*I  have  done  it/  he  says,  *and  I  think  I  shall  often  do  it  again.* 
This  refers  to  former  plays  but  not  to  the  present  one,  the  •  Heauton- 
timorumenos,* for  this  was  not  taken  from  two  Greek  plays  but  from 
a  single  one  of  this  name.  And  this  is  what  he  meant  to  say  in  the 
contested  line  as  I  propose  reading  it — 

'  Simplex  quae  ex  argumento  facta  est  simplioi.' 

-^  As  simple  as  the  play  of  Menander,  so  simple  is  my  play,'  is  what 
Terence  would  say ;  *  I  have  put  in  nothing  from  other  plays,  but  only 
taken  from  a  single  one  of  the  same  name.  It  is  taken  as  long  as  it 
is  from  the  Greek  play,  and  the  Greek  play  is  all  in  my  Latin  one,  I 
itherefore  give 

*  Ex  Integra  Grseca  integram  oomoediam.' 

The  meaning  that  Faeme  found  given  to  integra  in  an  old  gloss  that 
it  was  as  much  as  a  nuUo  tacta  is  manifestly  false  here,  because  it 
would  only  apply  to  the  first  Integra,  but  nowise  to  the  second 
integram.  And  therefore  I  believe  my  supposition  and  reading  will 
bear  attention.    Only  the  following  line  will  evoke  opposition : — 

*KotAi>«  srae  ««tendi,  et  qu»  esseL' 
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iroTcpov  ifiifiT^a-aTo  is  certainly  rather  frigid  than  witty,  bnt 
would  it  have  been  said  at  all  of  a  poet  who  was  capable' 
of  describing  characters  whereof  a  large  town  could  only 
show  a  specimen  once  in  a  century  ?  True,  in  a  hundred 
and  more  plays  one  such  character  might  have  escaped 
him.  The  most  productive  head  can  write  itself  empty, 
and  when  imagination  can  recall  no  more  real  subjects  for 
imitation,  it  composes  such,  and  these  generally  become 
caricatures.  Diderot  thinks  he  has  observed  that  Horace 
who  had  such  delicate  taste,  had  already  perceived  the 
fault  in  question,  and  had  censured  it  lightly  in  passing. 

The  passage  is  said  to  be  in  the  second  satire  of  the 
first  book,  where  Horace  desires  to  show  that  fools  are  in 
the  habit  of  falling  from  one  exaggeration  into  its  oppo- 
site.   He  says  that  Fufidius  fears  to  be  held  extravagant. 


It  will  be  said:  'If  Terence  admits  that  he  has  taken  the  whole  play 
ham  a  single  play  of  Menander's,  how  can  he  pretend  to  have  proved 
that  his  play  is  new,  '* novam  esse "?*  I  can  easily  remove  this 
difficulty  oy  an  explanation  of  these  words,  of  which  I  venture  to 
aver  that  it  is  the  only  true  one,  although  it  has  only  been  said  by  me 
and  no  commentator,  so  far  as  I  know,  has  even  distantly  surmised  it. 
I  say  that  the  words 

« Novam  esse  ostendi,  et  qusa  esset ' 

do  not  refer  to  that  which  Terence  makes  the  prologue  say  in  the 
former  plays,  but  'apud  ediles'must  be  understood.  *Novus'  does 
not  here  mean  what  has  arisen  in  Terence's  own  head,  but  only  what 
was  not  existent  before  in  Latin.  He  ^ays,  *  that  my  play  is  a  new 
play,  that  it  is  such  a  play  as  has  never  before  appeared  in  Latin,  that 
I  have  myself  translated  it  from  the  Greek,  this  X  have  proved  to  the 
sediles  who  bought  it  of  me.'  To  agree  with  me  in  this  it  is  only 
needful  to  recall  the  dispute  he  had  concerning  hia  *  Eunuchus '  with 
the  SBdiles.  He  had  sold  this  to  them  as  a  new  translation  from  the 
Greek,  but  his  adversary,  Lavinius,  tried  to  persuade  the  eediles  that 
it  was  not  from  the  Greek,  but  taken  from  the  plays  of  NiBvius  and 
Plautus.  It  is  true  that  the  '  Eunuchus '  had  much  in  common  with 
these  plays,  yet  still  Lavinius's  accusation  was  false,  for  Terence  had 
only  drawn  from  tlie  same  Greek  source,  whereat  NiBvius  and  Plautus 
haa  drawn  before  him,  without  his  knowledge.  Therefore  to  guard 
against  similar  calumnies  with  his  *  Heautontimorumenos '  what  was 
more  natural  than  that  he  showed  the  lediles  the  Greek  original,  and 
instructed  them  conoeming  its  contents  ?  Nay  the  sddiles  may  even 
^ve  demanded  this  of  him,  and  this  is  the  reference : — 

*  Novam  esse  ostendi,  et  quae  esset' " 
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What  does  he  do?  He  lends  monthly  at  five  per  cent 
and  gets  himself  paid  in  advance.  The  more  another 
needs  the  money,  the  more  interest  he  demands.  He  knows 
the  names  of  all  the  youths  who  are  of  good  family,  and 
are  entering  the  world,  but  who  have  to  complain  of  hard 
fathers.  Perhaps  you  expect  that  this  man  makes  a  show  \ 
that  matches  wiih  his  revenues  ?  Far  from  it  I  He  is  his  | 
own  most  cruel  enemy  and  the  father  in  the  coniedy  who  . 
punishes  himself  for  his  son's  departure  cannot  torture  \ 
himself  worse :  non  ae  pejus  crudaverit.  This  "  worse,"  this 
pejus  Diderot  insists  has  a  double  meaning ;  in  one  sense  it 
appHes  to  Fufidius,  and  in  another  to  Terence ;  such  inci- 
dental hits  were,  he  thinks,  quite  in  the  character  of  Hoiaoe. 
This  may  be  the  case  without  its  being  applied  to  the 

Sassage  in  question.  For  here  it  seems  to  me,  the  inci- 
ental  allusion  would  damage  the  main  sense.  Fufidins 
is  not  so  great  a  fool  if  there  are  more  such  fools.  If  the 
father  in  Terence  tortures  himself  thus  foolishly,  if  he  had 
as  little  cause  to  torture  himself  as  Fufidius,  he  i^ares  this 
absurdity  and  Fufidius  becomes  less  absurd  and  singular. 
Only  if  Fufidius  is  as  hard  and  cruel  against  himself 
without  cause,  as  the  father  in  Terence  is  with  cause,  if 
he  does  from  vile  avarice  what  the  other  does  from  remorse 
and  sorrow  only,  then  we  shall  deem  the  former  quite 
contemptible  and  ridiculous,  while  we  consider  the  latter 
pitiable.  And  certainly  every  great  sorrow  is  of  the 
nature  of  the  sorrow  of  this  father ;  if  it  does  not  forget  i 
itself  it  tortures  itself.  It  is  against  all  experience  that 
an  example  of  such  sorrow  is  found  only  once  in  a  hundred  \ 
years.  Every  sorrow  acts  somewhat  in  this  manner,  only 
more  or  less  so  and  with  some  difference  or  other.  Cicero  had 
studied  the  nature  of  sorrow  more  deeply.  In  the  behaviour 
of  the  Heautontimorumenos  he  saw  nothing  more  than 
what  all  mourners  would  do,  not  only  when  they  aro  . 
carried  away  by  feeling,  but  as  they  think  they  must 
continue  in  cold  blood.^  "  Hroc  omnia  recta,  vera,  debita 
putantes  faciunt  in  dolore;  maximeque  declaratur,  hoc 
quasi  officii  judicio  fieri,  quod  si  qui  forte,  cum  so  in 
luctu  esse  vellent,   aliquid    fecerunt   humanius,   nut   si 
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hilarius  locuti  essent,  revocant  se  rursus  ad  mcestitiam, 
peccatique  se  insimulant,  quod  dolere  intermiserint :  pueros 
vero  matres  et  magistri  castigare  etiam  solent,  neo  verbis 
solum,  sed  etiam  verberibus,  si  quid  in  domestioo  luctu 
hilarius  ab  iis  factum  est,  aut  dictum ;  plorare  cogunt. 
Quid  ille  Terentianus  ipse  se  puniens  ?  "  &c. 

Menedemus,  this  is  the  name  of  the  self-torturer  in 
Terence,  is  not  so  hard  upon  himself  from  sorrow,  but 
why  he  denies  himself  even  the  smallest  luxury  is  chiefly 
that  he  may  save  the  more  for  his  absent  son  and 
thus  secure  in  the  future  a  pleasant  life  to  him  whom  he 
has  forced  to  embrace  such  an  unpleasant  one.  What  is 
there  in  this  that  a  hundred  fathers  would  not  do?  If 
Diderot  thinks  that  the  peculiar  and  the  singular  con- 
sists therein,  that  Menedemus  fells,  digs,  ploughs,  he  has 
in  his  haste  thought  more  of  the  customs  of  our  times 
than  of  those  of  the  ancients.  True,  a  rich  modem  father 
would  not  so  easily  do  this ;  very  few  would  know  how 
to  set  about  it,  but  the  rich  high-bom  Bomans  and 
Greeks  were  well  acquainted  with  all  agricultural 
labours  and  were  not  ashamed  to  use  their  hands. 

But  granted  that  all  be  exactly  as  Diderot  says ;  let  the 
character  of  this  self-torturer  on  account  of  this  singu- 
larity, on  account  of  this  trait  peculiar  to  him  be  as 
unsuited  to  a  comic  character  as  may  be: — ^has  not 
Diderot  fallen  into  the  same  faiQt  ?  What  can  be  more 
eccentric  than  the  character  of  his  Dorval,  what  character 
could  have  more  of  a  peculiar  trait  than  the  character  of 
this  natural  son  ?  Diderot  lets  him  say  of  himself,  "  Im- 
mediately after  my  birth  I  was  cast  upon  a  spot  that 
might  be  called  the  boundary  between  society  and 
solitude,  and  when  I  opened  my  eyes  and  searched  for  the 
links  that  connected  me  with  mankind  I  could  scarcely 
find  any  traces  of  them.  For  thirty  years  I  wandered 
about  lonely,  unknown,  unheeded,  without  feeling  the 
affection  of  any  human  being,  without  meeting  any 
human  being  who  sought  mine."  That  a  natural  child 
should  search  in  vain  for  its  parents,  that  it  should 
look  in  vain  for  a  person  connected  with  it  by  the 
closer  ties  of  blood,  is  very  natural  and  might  happen 
to  nine  out  of  ten.     But  that  he  could  wander  about 
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for  thirty  whole  years  in  the  world,  without  having  felt 
the  affection  of  any  human  being,  that  he  should  not  have 
met  one  human  being  who  sought  for  his  affection,  this  I 
am  almost  inclined  to  say  is  absolutely  impossible.  Or  if 
it  were  possible  what  a  number  of  quite  peculiar  circum- 
stances must  have  arisen  on  both  sides,  on  the  side  of  the 
world,  and  on  the  side  of  this  so  long  isolated  being,  to 
make  this  sad  possibility  a  reality.  Century  upon  cen- 
tury must  pass  before  it  could  ever  become  possible  again.  1 
At  least  may  Heaven  grant  that  I  may  never  otherwise 
conceive  of  humanity.  I  would  rather  else  that  I  had 
been  bom  a  bear  and  not  a  man.  It  is  not  possible ;  no 
man  can  be  so  lost  among  men.  Cast  him  whither  yov 
will,  if  he  only  falls  among  men  he  falls  among  beings 
who  before  he  has  had  time  to  look  about  hirn  are  ready 
on  all  sides  to  attach  themselves  to  him.  If  not  the  noble 
then  it  is  the  lowly ;  if  not  the  happy,  then  it  is  the  un- 
happy ;  but  human  beings  they  always  will  be.  Just  so  a 
drop  of  water  need  only  touch  the  surface  of  water  to  be 
received  by  and  to  be  absorbed  in  it,  be  the  water  what  it 
will,  pond  or  well,  stream  or  lake,  belt  or  ocean. 

Now  this  solitude  of  thirty  years  among  mankind  is  to 
have  formed  the  character  of  Dorval.  What  character 
could  resemble  him  ?  Who  will  recognise  himself  even  in 
the  smallest  particle  in  him  ? 

I  find  that  Diderot  saved  himself  a  loophole.  Subse- 
quently to  the  passage  I  have  quoted;  he  says  **In  the 
serious  genus  characters  will  often  be  as  general  as  in  the 
comic,  only  that  they  will  always  be  less  individual  in  the 
comic  than  in  the  tragic."  He  would  therefore  reply,  the 
character  of  Dorval  is  no  comic  character,  it  is  a  character 
such  as  serious  drama  demands  and  just  as  this  must 
fill  the  place  between  comedy  and  tragedy  so  also  the 
characters  must  hold  the  mean  between  the  comic  and 
the  tragic  characters.  They  need  not  be  as  general  as  the 
former  if  only  they  are  not  as  entirely  individual  as  the 
latter,  and  of  this  nature  the  character  of  Dorval  might  be. 

Thus  we  have  happily  returned  to  the  point  from 
which  we  started;  we  wished  to  investigate  whether  it 
is  true  that  tragedy  has  individuals,  and  comedy  species, 
that  is  to  say  whether  it  is  true  that  the  persons  in  • 
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comedy  must  seize  and  represent  a  great  number  of  men 
while  at  tlie  same  time  the  hero  of  tragedy  is  only  this  or 
that  man,  only  Eegulns  or  Brutus  or  Cato.  If  this  is 
true,  then  what  Diderot  says  of  the  personages  of  the 
middle  species,  which  he  calls  serious  comedy,  presents 
no  difficxdties,  and  the  character  of  Dorval  would  not  be 
80  blameworthy.  But  if  it  is  not  true  then  this  also 
falls  of  its  own  accord,  and  no  justification  can  arise 
for  the  character  of  the  natural  son  from  such  an  arbitrary 
division. 

No.  89. 

I  must  first  notice  that  Diderot  has  left  his  assertion 
without  any  proof.  He  must  have  regarded  it  as  a  truth 
that  no  person  could  or  woiQd  doubt,  which  it  was  only 
necessary  to  know  in  order  to  (understand  its  reason.  Can 
he  have  found  this  in  the  true  name  of  the  tragical 
hero?  because  these  are  called  Achilles,  Alexander,  Cato, 
Augustus;  and  because  Achilles,  Alexander,  Cato,  Augustus 
were  real  people  can  he  have  assumed  therefrom  that 
all  that  the  poet  lets  them  say  and  act  in  tragedy  can 
only  belong  to  these  so-called  persons  and  to  no  one  else 
in  the  world  ?    It  would  almost  seem  so. 

But  Aristotle  had  refuted  this  error  two  thousand 
years  ago  and  pointed  to  the  truth  of  the  essential 
difference  between  history  and  poetry,  as  well  as  the 
greater  benefit  conferred  by  the  latter  tnan  by  the  former. 
He  did  this  so  luminously,  that  I  need  only  quote  his 
words  to  arouse  no  small  wonder  how  Diderot  could  have 
held  an  opposite  view  in  so  obvious  a  matter. 

Aristotle  says^  after  he  has  established  the  essential 
qualities  of  the  poetic  fable.  "  From  this  is  therefore  shown 
that  it  is  not  the  poet's  duty  to  relate  what  has  occurred, 
but  to  relate  of  what  nature  these  occurrences  might 
have  been,  their  probability  or  necessity.  For  historians 
and  poets  are  not  distinguished  by  metrical  or  unmetrical 
speech,  for  the  books  of  Herodotus  might  be  converted 
into  metre  and  they  would  nevertheless  be  nothing 
more  when  metrical,  than  what  they  are  in  tinmetrical 

^  PoetioB,  9th  ohap. 
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langnage,  a  history.    They  are  distinguished  herein  thai 
the  one  relates  what  has  occurred,  the  other  relates  of  what 
nature  the  occurrence  has  been.     Therefore  poetry  is  morel 
philosophical  and  useful  than  history.     Poetry  refers  to 
the  general  and  history  to  the  particular.     The  general  is 
how  such  and  such  a  man  would  speak  or  act  according  to  \ 
probability  or  necessity  and  this  is  what  poetry  regutb 
when  giving  its  names.     The  particular,  on  the  oontraij. 
is  what  Alcibiades  has  done  or  suffered.     All  this  has  been 
manifestly  shown  in  comedy,  for  if  the  fable  is  constracted 
according  to  probability  the  distinctive  names  are  given 
afterwards,  not  as  with  the  iambic  poet  who  remains  with 
the  individual.     In  tragedy  we  hold  by  names  already  ' 
existent  for  the  reason  that  the  possible  is  credible  and  I 
we  do  not  believe  that  possible  that  has  not  ocourred,  while  I 
that  which  has  occurred  must  obviously  be  possible  beoaiue  j 
it  would  not  have  occurred  if  it  had  not  been  possible. 
Yet  in  some  tragedies  there  are  only  one  cor  two  well- 
known  names  and  the  rest  are  invented,  in  some  there  are 
none  at  all,  as  in  Agathon's  '  Flower.'   La  this  play  actions 
and  names  are  equally  invented,  but  it  does  not  on  this 
account  please  the  less." 

In  this  passage  which  I  have  quoted  according  to  my  v 
own  translation,  trying  to  be  as  literal  as  possible,  various  | 
matters  have  been  misunderstood  or  not  understood  at  all  { 
by  the  commentators  whom  I  could  consult.  What  be-  ' 
longs  to  the  matter  in  hand  I  must  mention.  . 

It  is  unquestionable  that  Aristotle  makes  no  distino-  I 
tions  between  the  personages  in  tragedy  and  comedy  in  "i 
legard  to  their  generality.      Both,  not  evon  excluding   ' 
the  persons  in  epics, — all  persons  of  poetical  imitation 
without  distinction,  are  to   speak  and  act  not  only  as 
would  become  them  individually  and  alone,  but  as  each 
of  them  would  and  must  speak  or  act  according  to  the 
nature  of  the  same  circumstances.     In  this  KaOoXav,  in 
this   generality,  is  the  sole  reason  why  poetry  is  more    . 
philosophical  and  more  instructive  than  history ;  and  if  it 
is  true  that  those  comic  poets  who  would  give  especial 
physiognomies  to  their  personages,  so  that  only  a  single 
individual  in  the  world  could  be  like  them,  would  turn    - 
back  comedy  into  its  childhood  and  pervert  it  into  satire  as 
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Diderot  says ;  it  is  equally  true  that  those  tragic  poets  who 
'would  only  represent  such  and  such  a  man,  only  Csesai 
or  Oato  according  to  their  individualities  without  at  the 
same  time  showing  how  these  individualities  are  connected 
-with  the  character  of  Caesar  and  Cato  that  they  may 
have  in  common  with  others,  weaken  tragedy  and  debase 
it  to  history. 

But  Aristotle  also  says  that  poetry  aims  at  this  gene- 
rality of  the  persons  by  the  na!tnes  accorded  them  (ov 
OTOxd^erai  rf  iroCrjcrL^  ovofAara  iTriTiOefievrf)  which  is  specially 
marked  in  comedy.  It  is  this  which  the  commentators 
have  been  satisfied  to  quote  from  Aristotle  but  have  not 
in  the  least  explained.  Many  of  them  have  expressed 
themselves  concerning  it  in  such  a  manner  that  we  can 
clearly  see  they  either  had  no  ideas  at  all  or  quite  false  ones. 
The  question  is :  how  does  poetry  regard  the  generality  of 
these  personages  when  it  accords  them  names,  and  how 
has  this  regard  to  the  generality  of  the  person  been  long 
visible  especially  in  comedy  ? 

The  words  :  lore  Bk  Ka06Xx>v  ftcv,  rw  irotto  rd  ttol  arra  arvfi^ 
Paiv€i  Xeyctv,  17  irpdiTiiv  Kara  to  €i;(09  ri  ro  dvayfcatov,  ov  aroxd- 
^cTttt  ^  TroLrjcLs  ovofjLara  iwunOcfieyrf,  is  translated  by  Dacier 
as :  "  une  chose  generale,  c'est  ce  que  tout  homme  d'un  tel  ou 
d'un  tel  caractere,  a  d^  dire,  ou  faire  vraisemblablement 
ou  necessairement,  ce  qui  est  le  but  de  la  po^sie  lors  meme 
qu'elle  impose  les  noms  ck.  ses  personnages."     Herr  Curtius 
translates  in  the  same  manner  "  the  general  is  that  which 
a  certain  man  thinks  that  a  certain  character  would  speak 
or  do  according  to  probability  or  necessity.     This  general 
is   the  goal  of  poetry  even  if  it  imposes  names  on  its 
personages."     In  their  annotations  also  both  agree;  the 
one  feays  entirely  what  the  other  says.     They  both  ex- 
plain what  is  meant  by  the  general,  they  both  say  that 
this  general  is  the  goal  of  poetry,  but  how  poetry  regards 
this  general  when  bestowing  its  names,  of  this  no  one  says 
a  word.     The  Frenchman  with  his  "  lors  m^me,"  the  Ger- 
man with  his  "even  if"  show  plainly  that  they  knew 
nothing  or  understood  nothing  of  what  Aristotle  would 
say  for  this  "lors  mtoe"  and  "even  if"  means  nothing 
more  with  them  than  "  although  "  and  consequently  they 
make   Aristotle    merely  say  that  notwithstanding   that 
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poetry  acooids  to  her  personages  names  of  individHlItt 
persons  she  does  not  aim  at  the  peculiarity  of  these  pv*l«i 
sons  bnt  at  the  generaL  The  words  of  Baci^  'vrhich  I  will 
quote  in  a  note  show  this  plainly.  Now  it  is  tme  tiMMl) 
this  is  not  ficdse,  bat  neither  does  it  exhaust  the  mesningli^ 
of  Aristotle.  Not  enough  that  poetry,  regardless  of  ils  1 1 
names  taken  by  individual  persons,  aims  at  genendity^  1 1 


Aristotle  says  that  with  these  names  it  aims  at  genenJity,  it 
ov  <rroxii(iprai.  I  should  imagine  that  both  are  notthesuna  i(i 
thing,  and  if  they  are  not  the  same  thing  we  an  jk 
necessarily  thrown  upon  the  question  at  which  doei  it  h 
aim.    To  this  question  the  commentators  do  not  reply.      \i 

No.  90.  h 

How  it  aims  towards  it,  says  Aristotle,  this  I  ha^s 
plainly  shown  long  ago  in  comedy :  hn  /iJey  ovy  T179  k»/ju^Suk 
^Si;  TOVTO  EvjKov  yeyoFCV  onMrnuroFrcs  yap  roy  fivBoy  Sea  tht 

'  AriBtote  pr^Tient  ioi  nne  olnectioii,  qn'on  poayait  Ini  fidie,  snr  la 

d^finitioD,  qu*il  vieDt  de  donner  a'line  chcwe  gen^rale ;  car  lea  ignoranti 
n'auraient  pas  maDque  de  lui  dire,  qu'Homere,  par  exemple,  n'a  point 
en  vue  (F^rire  udc  action  generale  et  uniyereelle,  mais  une  action  ) 
particuliere,  puisqu'il  raconte  oe  qu'on  fait  de  certains  hommes,  comme  ' 
Achille,  Agarnemuou,  Ulysse,  etc.,  et  que,  par  cons^ueut,  il  u'y  a  - 
aucuiie  difference  eutre  Homere   et  un  historien,  qui  aurait  ecrit  lea  ^ 
actions  d'Achille.    Le  philosophe  va  au-devant  de  cette  objection,  eD 
faisant  voir  que  les  poetes,  c*est-a-dire,  les  auteurs  d*une  trag^ie  on  j 
(I'un  poSme  epique,  lors  memo  qu'ils  imposent  les  noms  k  leurs  per-  J 
8onna;^(;8,  ne  peubcnt  en  aucune  maniere  k  les  faire  parlor  ve'ritablement, 
ce  qu'ils  seraient  obliges  de  faire,  s'ils  ecrivaient  les  actions  particu- 
lieros  et  ve'ritables  d*iin  certain  homme,  nomme  Achille  on  £dipe,  mais 
quMls  HO  propo»ent  de  les  faire  parler  et  agir  necessairement  ou  vraisem- 
blablomeut:   c'est-k-dire,  de  leur  faire  dire  et  faire  tout  ce  que  doa 
hommes  de  ce  memo  caractere  devaient  faire  et  dire  en  cet  etat,  on 
par  necessity,  ou  an  moiDs  selon  les  regies  de  la  vraisemblance ;  co 
(]ui  prouve  incoiitostablement  que  ce  sont  des  actions  gene'rales  (t 
universelles." 

Herr  Curtius  says  nothing  else  in  liis  annotation,  only  he  en- 
deavours to  show  the  general  and  particular  in  examples  which 
do  not  fully  prove  that  he  has  understootl  the  matter  to  its  depth. 
For  according  to  them  it  would  only  bo  personified  characters  whom 
th(3  poet  makes  speak  and  act,  whereas  they  should  be  characterised 
persona. 
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EiKorov,  ovTO)  Tot  TV)(0VTa  ouofiara  liririOiajori^  fcai  ov;(  ta<nr€p  ol 

loLfJipOTrOlol  -TTC/Ot  TWV  Ktt^  iKttOTOV. 

For  this  passage  I  must  also  quote  the  translations  of 
Dacier  and  Cnrtins.  Dacier  says :  "  C'est  ce  qui  est  d^ja 
rendu  sensible  dans  la  com^die,  car  les  poetes  comiques, 
apr^s  avoir  dresse  leur  sujet  sur  la  vraisemblance,  imposent 
apres  cela  ck.  leurs  personnages  tels  uoms  qu'il  leur  plait,  et 
n'imitent  pas  les  poetes  salrj^riques,  qui  ne  s'attachent  qu'aux 
choses  particuli^res,"  and  Curtius  says  "In  comedy  this 
has  long  been  visible,  for  after  the  writers  of  comedy  have 
arranged  the  plan  of  their  fable  according  to  probability, 
they  give  to  their  personages  arbitrary  names  and  do  not 
set  themselves  a  particular  goal  like  the  iambic  poets." 
What  do  we  find  in  these  translations  of  that  which 
\ristotle  wished  chiefly  to  say  ?  Neither  lets  him  say  any- 
thing more  than  that  the  comic  poets  did  not  act  like  the 
iambic  (that  is  to  say  the  satiric  poets)  and  dwell  on  the 
particular,  but  went  towards  the  general  in  their  person- 
ages, to  whom  they  gave  arbitrary  nameis,  "  tels  noms  qu'il 
leur  plait."  Granted  that  to.  Tvxovra  ovofiara  means  arbitrary 
Qames,  what  have  both  translators  done  with  ovrco?  Did 
they  think  this  otfro)  meant  nothing?  and  yet  here  it 
means  all,  for  according  to  this  ovno  the  comic  poet  does 
aot  only  give  arbitrary  names  to  his  personages,  but  he 
gave  them  these  arbitrary  names  so,  ovrco.  And  how  so  ? 
80  that  with  these  names  themselves  they  aimed  at  the 
general :  ov  oTo;(af erat  rj  Trotijo-ts  ovofiara  eTriTiOcfievrj,  and 
how  did  this  happen  ?  About  this  I  should  like  to  find  a 
word  in  the  annotations  of  Dacier  and  Curtius. 

Without  further  digression  it  happened  as  I  am  about 
to  tell.  Comedy  gave  names  to  its  personages,  names 
which  by  means  of  the  grammatical  derivation  and  com- 
position or  by  some  other  meaning  expressed  the  charac- 
teristic of  these  personages,  in  a  word  they  gave  them 
speaking  names,  names  it  was  only  needful  to  hear  in 
order  to  know  at  once  of  what  nature  those  would  be 
who  bore  those  names.  I  will  quote  a  passage  from 
Donatus  on  this  subject.  He  says  on  occasion  of  the  first 
line  of  the  first  act  of  *  The  Brothers '  "  Nomina  person- 
irum  in  comcediis  duntaxat,  habere  debent  rationem  et 
stymologiam.      Etenim   absurdum    est,  comicum  aperte 
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argumentum  confingere :  vel  nomen  personaB  incongmnn 
dare  vel  officium  quod  sit  a  nomine  diversum.^  BGnc 
Bervns  fidelis  Parmeno :  infidelis  vol  Syms  vel  G^eta: 
miles  Thraso  vel  Polemon ;  juvenis  Famphilus  :  matroiiA 
Myrrhina,  et  puer  ab  odore  Storax:  vel  a  Indo  et  a 
gosticnlatione  Circus  :  et  item  similia.  In  quibns  sum-  i 
mum  Poetae  vitium  est,  si  quid  et  contrario  repugnans  | 
contrarium  diversumque  protulerit,  nisi  per  tivre^pcuny 
nomen  imposuerit  joculariter,  ut  Misargyrides  in  Plauta 
dicitur  trapozita."  Whoever  wishes  to  be  oonvinced  of 
this  by  more  examples  let  him  study  the  names  in 
Plautus  and  Terence.  Since  their  plays  are  all  derived 
from  the  Greek,  so  the  names  come  from  the  same  soiirce, 
and  in  their  etymology  have  always  a  reference  to  the 
social  condition,  the  mode  of  thought,  and  so  forth  that 
these  personages  had  in  common  with  others,  even  if  we 
cannot  now  clearly  and  certainly  trace  this  etymology. 

I  will  not  linger  over  this  well-known  matter,  bat  1  am 
astonished  that  Aristotle's  commentators  did  not  remember 
it  when  Aristotle  so  unquestionably  refers  to  it.  "What  can 
be  more  true,  more  clear,  than  what  the  philosopher  saya 
of  the  consideration  poetry  must  evince  towards  the  gene- 
ral in  choice  of  names  ?  What  can  be  more  unquestionable  \ 
than  this,  iirl  jxkv  t^s  Koi/woStas  -^Si/  tovto  8^Xov  yeyovcv,  and  that 
this  consideration  has  been  long  openly  evinced,  especiaUy 
in  comedy  ?  From  its  first  origin,  that  is  as  soon  as  the 
iambic  poet  rose  from  the  particular  to  the  general,  as 

^  This  senteDce  might  easily  be  misunderstood.  For  instance,  if  we 
were  to  understand  it  as  if  Donatus  held  this  as  something  absurd, 
"comicum  aperte  argumentum  confingcre."  This  is  not  at  all 
Donatus's  meaning.  He  wished  to  say  it  would  be  absurd  if  the  comic 
poet  who  manifestly  invents  his  theme  should  give  to  his  persoDam 
awkward  names  or  occupations  at  variance  with  their  names.  For 
since  the  whole  subject  is  wholly  the  invention  of  the  poet,  it  was 
entirely  his  own  free  choice  what  names  he  gave  to  his  personages, 
and  what  standing  or  occupation  he  meant  to  connect  with  these 
names.  Perhaps  Donatus  should  not  have  expressed  himself  so 
dubiously,  and  by  the  change  of  a  single  syllable  this  difficulty  U 
avoided.  Read  either  **  absurdum  est,  comicum  aperte  argumentum 
confingentom  vel  nomen  persona)/'  etc.,  or  else  "  aperte  ai^gumentojn 
confingere  et  nomen  personss,"  etc 
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M)on  as  instnictive  comedy  arose  out  of  woTmding  satire, 
sprang  the  endeavour  to  indicate  this  general  by  means 
>f  the  names.  The  braggart  cowardly  soldier  was  not 
Qamed  like  this  or  that  leader  of  this  or  that  race,  he  was 
called  Pyrgopolinices,  Captain  Wallbreaker.  The  miser- 
able sycophant  who  flattered  him,  was  not  called  like  some 
poor  devil  in  the  city,  but  was  named  Artotrogus,  Crumb- 
sutter.  The  youth  who  plunges  his  father  into  debt  by 
his  extravagances,  especially  in  the  matter  of  horses,  was 
Qot  called  like  this  or  that  noble  citizen,  he  was  named 
Phidippides,  Master  Sparehorse. 

It  might  be  objected  that  such  suggestive  names  may 
be  an  invention  of  the  newer  Greek  comedy  to  whose 
poets  the  use  of  real  names  was  gravely  forbidden,  and 
that  Aristotle  did  not  know  this  newer  comedy  and  con- 
sequently could  take  no  cognizance  of  it  in  his  rules.  The 
latter  is  maintained  by  Hiu'd,^  but  it  is  as  false^  as  it  is  false 

\ 

9 

'  Hurd,  in  his  dissertation  on  the  various  provinces  of  the  drama^ 
says :  "  From  the  account  of  Comedy,  here  given,  it  may  appear  that 
the  idea  of  this  drama  is  much  enlarged  heyond  what  it  was  in  Aris- 
totle's tinie ;  who  defines  it  to  be  an  imitation  of  light  and  trivial 
letionak  prov(^ing  ridicule.  His  notion  was  taken  from  the  state  and 
p^cactice  of  the  Athenian  stage;  that  is  from  the  old  or  middle  comedy 
«7hioh  answers  to  this  description.  The  great  revolution,  which  the 
introduction  of  the  new  comedy  made  in  the  drama,  did  not  happen 
till  afterwards.'*  But  Hurd  merely  assumes  this,  in  order  that  hi& 
explanation  of  comedy  may  not  be  exactly  opposed  to  that  of  Aris- 
totle. Aristotle  certainly  lived  to  see  the  newer  comedy,  and  he 
especially  considers  it  in  his  *  Nicomachean  ethics,'  where  he  treats  of 
becoming  and  unbecoming  jokes  (lib.  iv.  cap.  14)  IZoh  8*  6.v  ns  Koi  4k 
T&v  KCi/x(pimv  rav  •KoXaiav  Ktd  rav  Kaivwv,  Tots  fifv  y^  ^v  ytKdtov  rj 
vuffxpo^orf^f-y  to<s  Se  juaAXoi'  ^  ivSpoia.  It  might  perhaps  be  said  that 
onder  new  comedy,  middle  comedy  was  here  meant,  for  when  there 
was  no  new,  the  middle  was  necessarily  thus  called.  It  might  be 
ftdded  that  Aristotle  died  in  the  very  Olympiad  in  which  Menander^s 
first  play  was  performed  and  the  very  year  before  (Eusebius,  in 
Ohionioo  ad  Olymp.  cxiv.  4).  But  it  is  not  correct  to  reckon  the 
commencement  of  the  new  comedy  from  Menander.  Menander  was  the 
first  poet  of  this  epoch  according  to  poetical  value,  but  not  according 
to  time.  Philemon,  who  belongs  to  it,  wrote  much  earlier,  and  tlm 
transition  from  the  middle  to  the  new  comedy  was  so  imperceptible  that 
^stotle  cannot  possibly  have  lacked  examples  thereof.  Even  Aris- 
^phanes  had  given  a  sample  of  this  genus,  his  *Kokalo8*  was  so 
constructed  that  Philemon  could  make  it  nis  own  with  few  alterations. 
We  read  in  tiie  Life  of  Aristophanes :  kSkc^op  iv  f  tiffdyti  ^Bopkv  koU 
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What  does  he  do  ?  He  lends  monthly  at  five  per  cent  ( 
and  gets  himself  paid  in  advance.  The  more  another 
needs  the  money,  the  more  interest  he  demands.  He  knows 
the  names  of  all  the  youths  who  are  of  good  family,  and 
are  entering  the  world,  but  who  have  to  complain  of  hard 
fathers.  Perhaps  you  expect  that  this  man  makes  a  show  \ 
that  matches  with  his  revenues  ?  Far  from  it  I  He  is  his 
own  most  cruel  enemy  and  the  father  in  the  comedy  who  ! 
punishes  himself  for  his  son's  departure  cannot  torture  \ 
himself  worse :  non  se  pejus  cruciaverit  This  "  worse,"  this  j 
pejus  Diderot  insists  has  a  double  meaning ;  in  one  sense  it  I 
appHes  to  Fufidius,  and  in  another  to  Terence ;  such  inci-  | 
dental  hits  were,  he  thinks,  quite  in  the  character  of  Horace. 
This  may  be  the  case  without  its  being  applied  to  the 

Sassage  in  question.     For  here  it  seems  to  me,  the  inci- 
ental  allusion  would  damage  the  main  sense.     Fufidius 
is  not  so  great  a  fool  if  there  are  more  such  fools.     If  the 
father  in  Terence  tortures  himself  thus  foolishly,  if  he  had  I 
as  little  cause  to  torture  himself  as  Fufidius,  he  shares  this 
absurdity  and  Fufidius  becomes  less  absurd  and  singular. 
Only  if  Fufidius  is  as  hard  and  cruel  against  himself 
without  cause,  as  the  father  in  Terence  is  with  cause,  if 
he  does  from  vile  avarice  what  the  other  does  from  remorse    i 
and  sorrow  only,  then  we  shall  deem  the  former  quite    I 
contemptible  and  ridiculous,  while  we  consider  the  latter  \ 
pitiable.     And   certainly   every   great  sorrow   is  of  the    \ 
nature  of  the  sorrow  of  this  father ;  if  it  does  not  forget    | 
itself  it  tortures  itself.     It  is  against  all  experience  that    > 
an  example  of  such  sorrow  is  found  only  once  in  a  hundred    | 
years.     Every  sorrow  acts  somewhat  in  this  manner,  only 
more  or  less  so  and  with  some  difference  or  other.  Cicero  had 
studied  the  nature  of  sorrow  more  deeply.  In  the  behaviour 
of  the  Heautontimorumenos  he  saw  nothing  more  than 
what  all  mourners  would  do,  not  only  when  they  aro 
carried  away  by  feeling,  but  as  they  think  they  must 
continue  in  cold  blood.^     "  Hsbc  omnia  recta,  vera,  debita 
putantes  faciunt  in   dolore;  maximeque  declaratur,  hoc 
quasi   officii  judicio  fieri,  quod  si  qui   forte,  cum  so  in 
luctu  esse  vellont,   aliquid    fecerunt   humanius,   aut   si 

>  Tusc.  QusD8t.  lib.  iii.  c.  27. 
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hilarius  locuti  cssent,  revocant  se  mrsus  ad  moestitiam, 
peccatique  se  insimulant,  quod  dolere  intermiserint :  pueros 
vero  matres  et  magistri  castigare  etiam  solent,  neo  verbis 
solum,  sed  etiam  verberibus,  si  quid  in  domestioo  luctu 
hilarius  ab  iis  factum  est,  aut  dictum ;  plorare  cogunt. 
Quid  ille  Terentianus  ipse  se  puniens  ?  "  &c. 

Menedemus,  this  is  the  name  of  the  self-torturer  in 
Terence,  is  not  so  hard  upon  himself  from  sorrow,  but 
why  he  denies  himself  even  the  smallest  luxury  is  chiefly 
that  he  may  save  the  more  for  his  absent  son  and 
thus  secure  in  the  future  a  pleasant  life  to  him  whom  he 
has  forced  to  embrace  such  an  unpleasant  one.  What  is 
there  in  this  that  a  hundred  fathers  would  not  do?  If 
Piderot  thinks  that  the  peculiar  and  the  singular  con- 
sists therein,  that  Menedemus  fells,  digs,  ploughs,  he  has 
in  his  haste  thought  more  of  the  customs  of  our  times 
than  of  those  of  the  ancients.  True,  a  rich  modem  father 
would  not  so  easily  do  this ;  very  few  would  know  how 
to  set  about  it,  but  the  rich  high-born  Komans  and 
Greeks  were  well  acquainted  with  all  agricultural 
labours  and  were  not  ashamed  to  use  their  hands. 

But  granted  that  all  be  exactly  as  Diderot  says ;  let  the 
character  of  this  self-torturer  on  account  of  this  singu- 
larity, on  account  of  this  trait  peculiar  to  him  be  as 
unsuited  to  a  comic  character  as  may  be: — ^has  not 
Diderot  fallen  into  the  same  faiQt  ?  What  can  be  more 
eccentric  than  the  character  of  his  Dorval,  what  character 
could  have  more  of  a  peculiar  trait  than  the  character  of 
this  natural  son?  Diderot  lets  him  say  of  himself,  "  Im- 
mediately after  my  birth  I  was  cast  upon  a  spot  that 
might  be  called  the  boundary  between  society  and 
solitude,  and  when  I  opened  my  eyes  and  searched  for  the 
links  that  connected  me  with  mankind  I  could  scarcely 
find  any  traces  of  them.  For  thirty  years  I  wandered 
about  lonely,  unknown,  unheeded,  without  feeling  the 
affection  of  any  human  being,  without  meeting  any 
human  being  who  sought  mine."  That  a  natural  child 
should  search  in  vain  for  its  parents,  that  it  should 
look  in  vain  for  a  person  connected  with  it  by  the 
closer  ties  of  blood,  is  very  natural  and  might  happen 
to  nine  out  of  ten.     But  that  he  could  wander  about 
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for  thirty  whole  years  in  the  world,  without  having  felt 
the  affection  of  any  human  being,  that  he  should  not  have 
met  one  human  being  who  sought  for  his  affection,  this  I 
am  almost  inclined  to  say  is  absolutely  impossible.  Or  if 
it  were  possible  what  a  number  of  quite  peculiar  circum- 
stances must  have  arisen  on  both  sides,  on  the  side  of  the 
world,  and  on  the  side  of  this  so  long  isolated  being,  to 
make  this  sad  possibility  a  reality.  Century  upon  cen- 
tury must  pass  before  it  could  ever  become  possible  again. 
At  least  may  Heaven  grant  that  I  may  never  otherwise 
conceive  of  humanity.  I  would  rather  else  that  I  had 
been  bom  a  bear  and  not  a  man.  It  is  not  possible ;  no 
man  can  be  so  lost  among  men.  Cast  him  whither  yov 
will,  if  he  only  falls  among  men  he  falls  among  beings 
who  before  he  has  had  time  to  look  about  hirn  are  ready 
on  all  sides  to  attach  themselves  to  him.  If  not  the  noble 
then  it  is  the  lowly;  if  not  the  happy,  then  it  is  the  xm- 
happy ;  but  human  beings  they  always  will  be.  Just  so  a 
drop  of  water  need  only  touch  the  surface  of  water  to  be 
received  by  and  to  be  absorbed  in  it,  be  the  water  what  it 
will,  pond  or  well,  stream  or  lake,  belt  or  ocean. 

Now  this  solitude  of  thirty  years  among  mankind  is  to 
have  formed  the  character  of  Dorval.  What  character 
could  resemble  him  ?  Who  will  recognise  himself  even  in 
the  smallest  particle  in  him  ? 

I  find  that  Diderot  saved  himself  a  loophole.  Subse- 
quently to  the  passage  I  have  quoted;  he  says  "In  the 
serious  genus  characters  will  often  be  as  general  as  in  the 
comic,  only  that  they  will  always  be  less  individual  in  the 
comic  than  in  the  tragic."  He  would  therefore  reply,  the 
character  of  Dorval  is  no  comic  character,  it  is  a  character 
such  as  serious  drama  demands  and  just  as  this  must 
fill  the  place  between  comedy  and  tragedy  so  also  the 
characters  must  hold  the  mean  between  the  comic  and 
the  tragic  characters.  They  need  not  be  as  general  as  the 
former  if  only  they  are  not  as  entirely  individual  as  the 
latter,  and  of  this  nature  the  character  of  Dorval  might  be. 

Thus  we  have  happily  returned  to  the  point  from 
which  we  started ;  we  wished  to  investigate  whether  it 
is  true  that  tragedy  has  individuals,  and  comedy  species, 
that  is  to  say  whether  it  is  true  that  the  persons  in  • 
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real  ones  have  nothing  in  common  save  that  they  have 
flowed  from  one  source,  but  by  paths  that  cannot  be  fol- 
lowed, and  over  tracts  of  land  that  have  fouled  their  purity. 
In  this  case  the  poet  will  certainly  prefer  the  fictitious  to 
the  real,  and  yet  leave  to  his  personages  their  real  names. 
And  this  for  a  double  reason ;  in  the  first  place  because  we 
are  accustomed  to  think  of  a  character  as  it  is  shown  in 
its  generality  in  connexion  with  this  name;  secondly, 
because  real  names  seem  to  be  attached  to  real  occurrences, 
and  all  that  has  once  occurred  is  more  credible  than  what 
has  not  occurred.  The  first  of  these  reasons  springs  from 
the  connexion  in  general  of  the  Aristotelian  conceptions ; 
it  is  fundamental,  and  it  was  not  needful  for  Aristotle 
to  dwell  upon  it  more  circumstantially.  The  second  on 
the  contrary  required  it,  as  springing  from  extraneous 
causes.  But  this  lies  beside  my  way  just  now,  and  the 
oommentators  in  general  have  misunderstood  it  less  than 
the  former. 

And  now  to^  return  to  Diderot's  assertion.  If  I  may 
think  that  I  have  rightly  explained  Aristotle's  teaching, 
then  I  may  also  believe  that  my  explanation  has  proved 
that  the  matter  itself  cannot  possibly  be  otherwise  than 
as  Aristotle  teaches.  The  characters  in  tragedy  must  be 
as  general  as  the  characters  in  comedy.  The  difference 
maintained  by  Diderot  is  imaginary,  or  else  Diderot  must 
comprehend  under  the  generality  of  a  character  something 
quite  different  from  what  Aristotle  meant  thereby. 

No.  92. 

And  why  should  not  the  latter  be  the  case  ?  Do  I  not 
find  that  another  and  no  less  excellent  critic  expresses  him- 
self in  the  same  way  as  Diderot,  and  seems  to  contradict 
Aristotle  almost  as  flatly,  and  yet  fundamentally  contra- 
dicts him  as  little,  so  that  I  must  acknowledge  him  among 
all  critics  as  the  one  who  has  spread  most  light  concerning 
this  matter. 

This  is  the  English  commentator  on  Horace's  Poetics, 
Hurd  .  .  .  Hurd  has  appended  an  essay  on  the  various  pra- 
vinces  of  drama  to  his  commentary.  For  he  thought  that 
be  had  observed  that  up  to  his  time  only  the  general  laws 

2  H  2 
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of  this  mode  of  poetry  had  been  considered,  without  estab- 
lishing the  limits  of  the  various  species.  Tet  this  must 
also  take  place  in  order  to  pronounce  a  fair  judgment  <m 
the  special  merits  of  each  species.  Affcer  therefore  defining 
the  intention  of  drama  in  general  and  of  the  three  species— 
tragedy,  comedy,  and  farce,  he  deduces  from  their  general 
and  -uieir  special  objects  those  qualities  which  they 
have  in  common  as  well  as  those  which  distinguish 
them. 

Among  the  latter  he  counts  in  regard  to  comedy  and 
trag^y  these ;  that  a  true  occurrence  is  more  suitable  to 
tragedy,  a  fictitious  one  to  comedy.  He  thus  proceeds :  | 
*'  The  same  genius  in  the  two  di^mas  is  observable  in  ! 
their  draught  of  characters.  Comedy  makes  all  characteTS  I 
general ;  tragedy,  particular.  The  '  Avare '  of  Molidre  is  ' 
not  so  properly  the  picture  of  a  covetous  man,  as  of  I 
covetousness  itself.  Bacine's  *  Nero '  on  the  other  hand  is 
not  a  picture  of  cruelty,  but  of  a  cruel  man." 

Hurd  seems  to  conclude  thus.  If  tragedy  demands  a 
real  occurrence,  then  the  characters  must  be  true,  that  is, 
must  be  constructed  as  they  really  exist  in  the  individuals. 
If  on  the  other  hand  comedy  can  be  satisfied  with  fictitious 
occurrences,  if  probable  occurrences  in  which  characters  j 
can  display  themselves  in  all  their  range  are  more  accept-  I 
able  to  it  than  real  ones  that  do  not  permit  of  such  wide  ' 
scope ;  then  its  characters  may  and  must  of  themselves  be 
more  general  than  they  exist  in  nature,  seeing  that  such  | 
generality  assumes  in  our  imagination  a  kind  of  entity, 
which  has  exactly  the  same  relation  to  the  real  existence  | 
of  the  individual  as  the  probable  has  to  the  actual. 

I  will  not  now  examine  whether  this  mode  of  conclusion 
is  not  a  mere  circle.  I  will  merely  accept  the  conclusion 
as  it  lies  and  as  it  directly  contradicts  the  teaching  of 
Aristotle.  But  as  I  have  said,  it  only  seems  so  to  do,  as  is 
demonstrated  from  Kurd's  extended  explanation. 

He  says :  "  Yet  here  it  will  be  proper  to  guard  against 
two  mistakes,  which  the  principles  now  delivered  may  be 
thought  to  countenance. 

**  The  first  is  with  regard  to  tragic  characters,  which  I 
say  are  particular.  My  meaning  is,  that  they  are  more  par- 
ticular than  those  of  comedy.    That  is,  the  end  of  tragedy 
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does  not  require  or  permit  the  poet  to  draw  together  so 
many  of  those  characteristio  circumstanoes  whioh  show 
the  manners,  as  comedy.  For  in  the  former  of  these 
dramas,  no  more  of  character  is  shown,  than  what  the 
course  of  the  action  necessarily  calls  forth.  Whereas,  all 
or  most  of  the  features,  by  which  it  is  usually  dis- 
tinguished are  sought  out  and  industriously  displayed  in 
the  latter. 

''  The  case  is  much  the  same  as  iaportrait^intingf  where 
if  a  great  master  be  required  to  draw  a  particular  face, 
he  gives  the  very  lineaments  he  finds  in  it;  yet  so  far 
resembling  to  what  he  observes  of  the  same  turn  in  other 
faces,  as  not  to  affect  any  minute  circumstances  of  peculi- 
arity. But  if  the  same  artist  were  to  design  a  head  in 
general,  he  would  assemble  together  all  the  customary 
traits  and  features,  anywhere  observable  through  the 
species,  which  should  best  express  the  idea,  whatever  it 
was,  he  had  conceived  in  his  own  mind  and  wanted  to 
exhibit  in  the  picture. 

"  There  is  much  the  same  difference  between  the  two 
Borts  of  dramatic  portraits.  Whence  it  appears  that  in 
calling  the  tragic  character  particular,  I  suppose  it  only 
Js88  representative  of  the  kind  than  the  comic,  not  that  the 
draught  of  so  much  character  as  it  is  concerned  to  repre- 
sent shall  not  be  general,  the  contrary  of  which  I  have 
asserted  and  explained  at  large  elsewhere.^ 

"  Next  I  have  said,  the  characters  of  just  comedy  are 
general.  And  this  I  explain  by  the  instance  of  the 
*  A  vare '  of  Moli^re  which  conforms  more  to  the  idea  of 
avarice,  than  to  that  of  the  real  avaricious  man.  But  here 
again,  the  reader  will  not  understand  me,  as  saying  this  in 
the  strict  sense  of  the  words.  I  even  think  Moli^re  foulty 
in  the  instance  given;  though,  with  some  necessary 
explanation,  it  may  well  enough  serve  to  express  my 
meaning. 

*  At  the  words  in  Horace's  •Poetics*:  **Respioere  exemplar  vlt» 
mcrumque  jubebo  Doctum  imitatorem,  et  veras  hiuc  ducere  voces,''  where 
Hurd  shows  that  the  truth  here  demanded  by  Horace  means  snch  an 
exprpBsion  as  conforms  to  the  general  nature  of  things,  while  falsehood 
means  that  which,  however  suitable  to  the  particular  instance  in  view, 
docs  yet  not  correspond  to  such  general  nature. 
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**  The  view  of  the  comic  scene  being  to  delineate  char 
ters,  this  end,  I  suppose,  will  be  attained  most  perfect 
by  making  these  characters  as  universal  as  possible.  ] 
thus  the  person  shown  in  the  drama  being  the  represen 
tive  of  all  characters  of  the  same  kind,  furnishes  in  i 
highest  degree  the  entertainment  of  humour.  Bnt  tl 
this  universality  must  be  such  as  agrees  not  to  our  idea 
the  .possible  eflfects  of  the  character  as  conceived  in  1 
abstract,  but  to  the  actual  exertion  of  its  powers,  whi 
experience  justifies  and  common  life  allows.  Moli^re,  a 
before  him  Plautus,  had  offended  in  this ;  that  for  a  picti 
of  the  avaricious  man,  they  presented  us  with  a  fantasi 
unpleasing  draught  of  the  passion  of  avarice.  I  call  thi 
phantastic  draught  because  it  hath  no  archetype  in  natu 
And  it  is,  farther,  an  unpleasing  one  for,  being  the  delin* 
tion  of  a  simple  passion  unmixed  it  wanted  all  those 

"  *  Lights  and  shades,  whose  well  accorded  strife 
Gives  all  the  strength  and  colour  of  our  life.' 

All  these  lights  and  shades  (as  the  poet  finely  oalls  ' 
intermixture  of  many  passions,  which,  with  the  leading 
principal  ones  form  the  human  character)  must  be  blen( 
together  in  every  picture  of  dramatic  manners,  beca 
the  avowed  business  of  the  drama  is  to  image  real  1 
Yet  the  draught  of  the  leading  passion  must  be  as  gene 
as  this  strife  in  nature  permits,  in  order  to  express 
intended  character  more  perfectly." 

No.  93. 

"  All  which  again  is  easily  illustrated  in  the  instano 
painting.  In  portraits  of  character y  as  we  may  call  th 
that  give  a  picture  of  the  manners^  the  artist,  if  he  be 
real  ability,  will  not  go  to  work  on  the  possibility  of 
abstract  idea.  All  he  intends,  is  to  show  that  some  { 
<\\\2Miy  predominates ;  and  this  he  images  strongly,  and 
such  signatures  as  are  most  conspicuous  in  the  operat 
of  the  leading  passion.  And  when  he  hath  done  this, 
may,  in  common  speech  or  in  compliment,  if  we  please 
his  art,  say  of  such  a  portrait  that  it  images  to  us  not 
man  but  i\iQ  passion  ;  just  as  the  ancients  observed  of 
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famous  statue  of  ApoUodoms  by  Silarion,  that  it  expressed 
not  the  angry  Apollodorus,  but  his  passion  of  anger.^ 
But  by  this  must  be  understood  only  that  he  has  well 
expressed  the  leading  parts  of  the  designed  character. 
For  the  rest  he  treats  his  subject  as  he  would  any  other ; 
that  is,  he  represents  the  concomitant  affections,  or  considers 
merely  that  general  symmetry  and  proportion  which  are 
expected  in  a  human  figure.  And  this  is  to  copy  nature, 
wnich  affords  no  specimen  of  a  man  turned  all  into  a 
single  passion.  No  metamorphosis  could  be  more  strange 
or  incredible.  Yet  portraits  of  this  vicious  taste  are  the 
admiration  of  common  starers,  who,  if  they  find  a  picture 
of  a  miser  for  instance  (as  there  is  no  commoner  subject  of 
moral  portraits)  in  a  collection,  where  every  muscle  is 
strained,  and  feature  hardened  into  the  expression  of  this 
idea,  never  fail  to  profess  their  wonder  and  approbation  of 
it.  On  this  idea  of  excellence,  Le  Bran's  book  of  the 
Passions  must  be  said  to  contain  a  set  of  the  unjustest 
moral  portraits.  And  the  characters  of  Theophrastus  might 
be  recommended,  in  a  dramatic  view,  as  preferable  to 
those  of  Terence.    , 

"  The  viriiwsi  in  the  fine  arts  would  certainly  laugh  at 
the  former  of  these  judgments.  But  the  latter,  I  suspect, 
will  not  be  thought  so  extraordinary.  At  least  if  one  may 
guess  from  the  practice  of  some  of  our  best  comic  writers 
and  the  success  which  such  plays  have  commonly  met  with. 
It  were  easy  to  instance  in  almost  all  plays  of  character. 
But  if  the  reader  would  see  the  extravagance  of  building 
dramatic  manners  on  abstract  ideas,  in  its  full  light,  he 
needs  only  turn  to  Ben  Jonson's  *  Every  Man  out  of  his 
Humour ' ;  ^  which  under  the  name  of  the  play  of  character 

1  "  Non  hominem  ex  SQte  fecit,  sed  iracundiam.'* — Plin.  xxxiv.  8. 

^  Ben  Jonson  has  named  two  comedies  after  '^  hnmour,"  the  one 
'Every  Man  in  his  Humour,'  the  other  *  Every  Man  out  of  liis 
Humour.*  The  word  "humour"  had  come  up  in  his  time,  and  was 
misused  in  the  most  absurd  manner.  This  abuse,  as  well  as  its  real 
ineaning,  he  expresses  in  the  following  lines : — 

'*  As  when  some  one  peculiar  quality 
Doth  so  possess  a  man,  that  it  doth  draw 
All  his  affects,  his  spirits,  and  his  powers, 
In  their  constructions,  all  to  run  one  way. 
This  may  be  truly  said  to  be  a  humour.  [But 
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is  in  fact,  an  unnatural,  and,  as  the  painters  call  it,  hard 
delineation  of  a  group  of  simply  existing  passions,  wholly 
chimerical,  and  unlike  to  anything  we  observe  in  tlw 
commerce  of  real  life.  Tet  this  comedy  has  always  had 
its  admirers.  And  Bandolph  in  particular,  was  so  taken 
with  the  design,  that  he  seems  to  have  formed  his  Muse*i 
hoMng^lass  in  express  imitation  of  it. 

**  Shakespeare,  we  may  observe,  is  in  this  as  in  all  the 
other  more  essential  beauties  of  the  drama,  a  perfect  model 
If  the  discerning  reader  peruse  attentively  his  comedies 
with  this  view,  he  will  find  his  hest-marhed  characters  dis- 
coursing through  a  great  deal  of  their  parts  just  like  any 
other,  and  only  expressing  their  essential  and  leading 
qualities  occasionally,  and  as  circumstances  concur  to  give 
an  easy  exposition  to  them.  This  singular  excellence  of 
his  comedy  was  the  effect  of  his  copying  faithfully  after 
nature,  and  of  the  force  and  vivacity  of  his  genins,  whioh 


But  that  a  rook  by  wearing  a  pied  feather, 
The  sable  hatband,  or  the  three-piled  nifl^ 
A  yard  of  shoe-tye,  or  the  Switzer's  knot 
On  his  French  garters  should  affect  a  humour  I 
Oh !  it  is  more  than  most  ridiculous." 

In  the  history  of  Humour,  therefore,  these  two  plays  of  Jonaon  are 
important  documents,  and  the  second  even  more  than  the  first.  The 
humour  we  now  especially  ascribe  to  the  English  was  then  chiefly 
aifectation,  and  it  was  notably  to  make  this  affectation  ludiorons  that 
Jonson  depicted  humour.  To  take  the  matter  accurately,  only  such 
affected  humour,  never  the  real  thing,  should  form  the  theme  of  a 
comedy.  For  only  the  desire  to  be  distinguished  from  others,  to  bo 
remarkable  through  some  peculiarity,  is  a  general  human  wea^ess, 
which,  according  to  the  nature  of  the  means  chosen,  can  be  Tery 
absurd  or  very  culpable.  But  that  whereby  Nature  herself,  or  a  long- 
continued  haoit  that  has  become  second  nature,  marks  out  an  in- 
dividual man  from  all  others,  is  far  too  special  to  accord  with 
the  general  philosophical  intentions  of  the  drama.  The  overladen 
humour  in  many  English  plays  might  consequently  form  their  dU* 
tinctive,  but  not  their  best  feature.  It  is  certain  that  not  a  trace  of 
humour  is  found  in  the  drama  of  the  ancients.  The  old  dramatic 
poets,  indeed  the  old  poets  in  general,  possessed  the  artistic  secret  of 
individualising  their  characters  without  tho  aid  of  humour.  The  old 
hititorians  and  orators  certainly  evince  hunK)ur  now  and  then,  when 
for  instance  historicAl  truth  or  the  exposition  of  certain  facts  demandi 
an  accurate  de^ription  Ka0*  tKcurrov,  .  .  . 
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J  made  him  attentive  to  what  the  progress  of  the  scene  suc- 

i  cessively  presented  to  him ;  whilst  imitation  and  inferior 

1    talents  occasion  little  writers  to  wind  themselves  up  into 

the  habit  of  attending  perpetually  to  their  main  view  and 

■  a  solicitude  to  keep  their  favourite  characters  in  constant 

*  play  and  agitation.     Though  in  this  illiberal  exercise  of 

their  wit,  they  may  be  said  to  use  the  persons  of  their  drama 

as  a  certain  facetious  sort  do  their  a^uaintance,  whom  they 

'  urge  and  tease  with  their  civilities,  not  to  give  them  a 

reasonable  share  in  the  conversation,  but  to  force  them  to 

play  tricks  for  the  diversion  of  the  company." 

No.  94. 

So  much  for  the  generality  of  the  comic  character  and 
the  limits  of  this  generality,  according  to  Hurd's  idea  I 
But  it  will  still  be  necessary  to  quote  the  second  passage, 
where  he  tells  us  he  has  explained  in  how  far  the  tragic 
characters,  though  they  are  only  particular,  yet  partake 
of  a  generality,  before  we  can  draw  any  conclusion  whether, 
and  how  far,  Hurd  agrees  with  Diderot  and  both  agree 
with  Aristotle. 

"  Truth  in  poetry,  means  Such  an  expression,  as  conforms 
to  the  general  nature  of  things;  falsehood,  that,  which 
however  suitable  to  the  particular  instance  in  view,  doth 
yet  not  correspond  to  such  general  nature.  To  attain  to 
this  truih  of  expression  in  dramatic  poetry,  two  things  are 
prescribed:  first,  a  diligent  study  of  the  Socratic  philo- 
'  sophy,  and  secondly,  a  masterly  knowledge  and  compre- 
hension of  human  life.  The  first,  because  it  is  the  pectuiar 
distinction  of  that  school :  ad  veritatem  mtce  propius  accedere 
(Cic.  de  Orat.  lib.  1,  c.  51)  and  the  latter,  as  rendering  the 
imitation  more  universally  striking.  This  will  be  under- 
stood in  reflecting  that  truth  may  he  followed  too  closely  in 
works  of  imitation  ;  as  is  evident  in  two  respects.  For  first, 
the  artist,  when  he  would  give  a  copy  of  nature,  may 
confine  himself  too  scrupulously  to  the  exhibition  of 
'particulars,  and  so  fail  of  representing  the  general  idea  of 
the  kind.  Or,  second,  in  applying  himself  to  give  the 
general  idea,  he  may  collect  it  from  an  enlarged  view  of 
real  life^  whereas  it  were  still  better  taken  from  the  nobler 
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conception  of  it  as  subsisting  only  in  the  mind.  This  last 
is  the  kind  of  censure  we  pass  upon  the  Flemish  school  o( 
painting,  which  takes  its  model  from  real  nature,  and  not, 
as  the  Italian,  from  the  contemplative  idea  of  beauty. 
The  former  corresponds  to  that  other  fault  objected  also  to 
the  Flemish  masters,  which  consists  in  their  copying  from 
particular,  odd  and  grotesque  nature  in  contradistinction 
to  general  and  graceful  nature. 

"  We  see  then  that  in  deviating  from  particular  and 
partial,  the  poet  more  faithfully  imitates  universal  truth. 
And  thus  an  answer  occurs  to  that  refined  argument 
which  Plato  invented  and  urged,  with  such  seeming  com- 
placency, against  poetry.  It  is  that  jpoetical  imitation  is  at 
a  great  distance  from  truth.  "  Poetical  expression,"  says  the 
philosopher,  "is  the  copy  of  the  poet's  own  conceptions; 
the  poet's  conception  of  things,  and  things,  of  the  standing 
archetype,  as  existing  in  the  divine  mind.  Thus  the  poet's 
expression,  is  a  copy  at  third  hand,  from  the  primary, 
original  truth  "  (Plato,  de  Kep.  lib.  x.).  Now  the  diligent 
study  of  this  rule  of  the  poet  obviates  this  reasoning  at 
once.  For,  by  abstracting  from  existences  all  that  pecu- 
liarly respects  and  discriminates  the  individual,  the  poet's 
conception,  as  it  were  neglecting  the  intermediate  parti- 
cular objects,  catches,  as  far  as  may  be,  and  reflects  the 
divine  archetypal  idea  and  so  becomes  itself  the  copy  or 
image  of  truth.  Hence  too  we  are  taught  the  force  of  that 
unusual  encomium  on  poetry  by  the  great  critic,  that  it  is 
something  more  severe  and  philosophical  than  history,  ^iXoo-o- 
fjxjmpov  Kol  (T7rov8a«)T€/oov  Troi-qori^  loToptas  cotiv.  The  reason 
follows,  which  is  now  very  intelligible ;  rj  fikv  yap  irottfin^ 
jtoAAov  TO.  Ka06\ov  Yf  8'  lorTopia.  rot  kolB  €KaaTOV  Xeyci  (Poetics 
cap.  9).  And  this  will  further  explain  an  essential 
difference,  as  we  are  told,  between  the  two  great  rivals  of 
the  Greek  stage.  Sophokles,  in  return  to  such  as  objected 
a  want  of  truth  in  his  characters,  used  to  plead,  that  he 
drew  men  such  as  they  ought  to  he,  Euripides  such  as  they  were — 
^o<l)OK\rj^  €(f>rj  avTos  ftcv  olov<s  Set  Trotctv,  EupiTrtiSi/s  Sc  otbt  cicrt 
(Poetics,  cap.  25).  The  meaning  of  which  is,  Sophokle« 
from  his  more  extended  commerce  with  mankind,  had 
enlarged  and  widened  the  narrow,  partial  conception, 
arisiiMg  from  the  contemplation  of  particular  characters, 
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into  a  complete  compreliension  of  the  kind.  Whereas  the 
philosophic  Euripides,  having  been  mostly  conversant  in 
th«  academy,  when  he  came  to  look  into  life,  keeping  his 
eye  too  intent  on  single,  really  existing  personages,  sunk 
the  hind  in  the  individual;  and  so  painted  his  characters 
naturally  indeed,  and  truly,  with  regard  to  the  objects  in 
view,  but  sometimes  without  that  general  and  universally 
striking  likeness,  which  is  demanded  to  the  full  exhibition 
of  poetical  truth.^ 

"  But  here  an  objection  meets  us,  which  must  not  be 
overlooked.  It  will  be  said,  '*  that  philosophic  speculations 
are  more  likely  to  render  men's  views  abstract  and  general 
than  to  confine  them  to  individuals.  This  latter  is  a  fault 
arising  from  the  small  number  of  objects  men  happen  to 
contemplate :  and  may  be  removed  not  only  by  taking  a 
view  of  many  particulars,  which  is  knowledge  of  the 
world ;  but  also  by  reflecting  on  the  general  nature  of  men, 
as  it  appears  in  good  books  of  morality.  For  the  writers 
of  such  books  form  their  general  notion  of  human  nature 
from  an  extensive  experience  (either  their  own  or  that  of 
others)  without  which  their  writings  are  of  no  value." 
The  answer,  I  think,  is  this.  By  reflecting  on  the  general 
nature  of  man  the  philosopher  learns  what  is  the  tenor  of 
action  arising  from  the  predominancy  of  certain  qualities 
or  properties :  i.e.  in  general,  what  that  conduct  is,  which 

'  This  explanation  is  greatly  to  be  preferred  to  that  which  Dacier 
gives  of  this  passage  in  Aristotle.  It  is  true  that  according  to  the 
wording  of  the  translation,  Dacier  seems  to  say  exactly  what  Hurd 
says;  **que  Sophocle  faisait  ses  h^ros,  comme  ils  devaient  ^tre  et 
qu'Euripide  les  faisait  comme  lis  ^taient."  But  in  reality  he  combines 
an  entirely  different  idea  with  it.  Hurd  understands  in  the  expression 
*  as  they  should  be,'  the  general  abstract  idea  of  kind,  according  to 
which  the  poet  must  depict  his  personages,  rather  than  according  to 
their  individual  peculiarities.  But  Dacier  imderstands  by  this  a 
higher  moral  perfection,  such  as  man  is  able  to  attain,  although  he 
seldom  attains  it,  and  it  is  this,  he  says,  with  which  Sophokles  gene* 
rally  endowed  his  personages.  "  Sophocle  t^bait  de  rendre  ses  imita- 
tions parfaites,  en  suivant  toujours  bien  plus  co  qu*une  belle  nature^tait 
capable  de  faire,  que  ce  qu'elle  faisait."  But  it  is  just  this  higher 
moral  perfection  that  does  not  belong  to  the  geneial  idea,  it  pertains  to 
the  individual,  but  not  to  the  kind,  and  therefore  the  poet  who 
endows  his  personages  with  it,  is  really  representing  them  rather  in 
the  manner  of  Euripides  than  in  that  of  Sophokles.  The  further 
treatment  of  this  matter  deserves  more  than  a  note. 
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the  imputed  oharacter  requires.  But  to  perceive  deaih  \ 
and  certainly,  how  far,  and  with  what  degree  of  strength  | 
this  or  that  character  will,  on  particular  occasions,  most  1 
probably  show  itself,  this  is  the  fruit  only  of  a  knowledge  | 
of  the  world.  Instances  of  a  want  of  this  knowledge  can- ' 
not  be  supposed  frequent  in  such  a  writer  as  Euripides; 
nor,  when  they  occur,  so  glaring  as  to  strike  a  common 
reader.  They  are  niceties,  which  can  only  be  discerned 
by  the  true  critic;  and  even  to  him,  at  this  distance  of 
time,  from  an  ignorance  of  the  Greek  manners,  that  may 
possibly  appear  a  fault,  which  is  a  real  beauty.  It  would 
therefore  be  dangerous  to  think  of  pointing  out  the  places, 
which  Aristotle  might  believe  liable  to  this  censure  in 
Euripides.  I  will  however  presume  to  mention  one,  which, 
if  not  justly  criticised,  will,  at  least,  serve  to  illustrate 
my  meaning. 


No.  95. 

"  The  story  of  his  *  Electra '  is  well  known.  The  poet 
had  to  paint  in  the  character  of  this  princess,  a  virtuous, 
j  but  fierce  resentful  woman ;  stung  by  a  sense  of  personal 
ill-treatment,  and  instigated  to  the  revenge  of  a  father's 
death,  by  still  stronger  motives.  A  disposition  of  this 
warm  temperament,  it  might  be  concluded  by  the  philo- 
sopher in  his  closet,  would  be  prompt  to  show  itself. 
Electra  would,  on  any  proper  occasion,  be  ready  to  vow 
her  resentment,  as  well  as  to  forward  the  execution  of  her 
purpose.  But  to  what  lengths  would  this  resentment  go  ? 
i.e.  what  degree  of  fierceness  might  Electra  express, 
without  affording  occasion  to  a  person  widely  skilled  in 
mankind  and  the  operation  of  the  passions,  to  say,  **  This 
is  improbable  "  ?  Here  abstract  theories  will  be  of  little 
service.  Even  a  moderate  acquaintance  with  real  life  will 
be  unable  to  direct  us.  Many  individuals  may  have 
fallen  under  observation,  that  will  justify  the  poet  in 
carrying  the  expression  of  such  a  resentment  to  any 
extreme.  History  would  perhaps  furnish  examples,  in 
which  a  virtuous  resentment  hath  been  carried  even 
further  than  is  here  represented  by  the  poet.  What  way 
then  of  determining  the  precise  bounds  and  limits  of  it  ? 


\^ 
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Only  by  observing  in  numerous  instances,  i.e.  from  a  large 
extensive  kaowledge  of  practical  life,  how  far  it  usually, 
in  such,  characters,  and  under  such  circumstances,  prevaiLs. 
Hence  a  diflFerence  of  representation  will  arise  in  propor- 
tion to  the  extent  of  that  knowledge.  Let  us  now  see  how 
^  the  character  before  us,  hath  in  fact,  been  managed  by 
Xiuripides. 

In  that  fine  scene,  which  passes  between  Electra  and 
Orestes,  whom  as  yet  she  suspects  not  to  be  her  brother, 
the  conversation  very  naturally  turns  upon  Electra's 
distresses,  and  the  author  of  them,  Clytemnestra,  as  well 
as  on  her  hopes  of  deliverance  from  them  by  the  means  of 
Orestes.     The  dialogue  upon  this  proceeds : — 

Ob.  What  then  of  Orestes,  were  he  to  return  to  this 
Argos? 

El.  Ah !  wherefore  that  question,  when  there  is  no 
prospect  of  his  return  at  all? 

Ob.  But  supposing  he  should  return,  how  would  he  go 
about  to  revenge  the  death  of  his  father? 

El.  In  the  same  way,  in   which  that  father  suffered 
,    from  the  daring  attempts  of  his  enemies. 

Ob.  And  would  you  then  dare  to  undertake  with  him 
the  murder  of  your  mother  ? 

El.  Yes,  with  that  very  steel,  with  which  she  murdered 
my  father. 

Ob.  And  am  I  at  liberty  to  relate  this  to  your  brother, 
as  your  fixed  resolution? 

El.  I  desire  only  to  live,  till  I  have  murdered  my  / 
mother. 

The  Greek  is  still  stronger. 

May  I  die,  as  soon  as  I  have  murdered  my  mother  I 

Now  that  this  last  sentence  is  absolutely  unnatural,  will 
not  be  pretended.  There  have  been  doubtless  many 
examples,  under  the  like  circumstances,  of  an  expression 
of  revenge  carried  thus  far.  Yet,  I  think,  we  can  hardly 
help  being  a  little  shocked  at  the  fierceness  of  this  expres- 
sion. At  least  Sophokles  has  not  thought  fit  to  carry  it 
to  that  extreme.  In  him,  Electra  contents  herself  with 
saying  to  Orestes,  on  a  similar  occasion : — 


/ 
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**  The  conduct  of  this  affair  now  rests  upon  you.  Onlr 
lot  me  observe  this  to  you,  that,  had  I  been  left  alone,  1 
would  not  have  failed  in  one  of  these  two  purposes,  either 
to  deliver  myself  gloriously,  or  to  perish  gloriously."        J 

"  Whether  this  representation  of  Sophoklos  be  not  mOTe  f 
agreeable  to  truth  as  collected  from  wide  observation;  ia 
from  human  nature  at  large,  than  that  of  Euripides,  the 
capable  reader  will  judge.  If  it  be  the  reason  I  suppose 
to  have  been,  that  Sophokles  painted  his  charactera  such 
as,  attending  to  numerous  instances  of  the  same  kind,  he 
would  conclude  they  ought  to  be ;  Euripides,  such,  as  a 
narrower  sphere  of  observation  had  persuaded  him  they 


were." 


Most  excellent !  Even  regardless  of  my  intention  in 
quoting  these  long  passages  from  Hurd  they  unquestion- 
ably contain  so  many  subtle  observations,  that  my  readers  | 
will  probably  relieve  me  from  making  any  excuses  on  the  J 
score  of  this  interpolation.  I  am  only  afraid  lest  over  it  | 
he  should  have  lost  sight  of  my  intention.  It  was  this: 
to  show  that  Hurd  also,  like  Diderot,  accorded  particidar 
/  characters  to  tragedy  and  general  ones  to  comeJ^  and 
3'^et  nevertheless  did  not  wish  to  contradict  Aristotle,  who 
demands  the  generality  of  all  poetic  characters  and 
consequently  also  of  the  tragic  ones.  Hurd  thus  explains 
himself:  the  tragic  character  must  be  particular,  or 
rather  less  general  than  the  comic,  i.e.  it  must  be  less 
representative  of  its  kind,  while  at  the  same  time  the 
little  that  it  is  deemed  well  to  show  of  it,  must  be  con- 
ceived according  to  the  generality  demanded  by  Aristotle.^ 

Now  comes  the  question  whether  Diderot  also  wishes  to 
be  thus  understood?  And  why  not,  if  he  desires  to  Iw 
found  nowhere  in  contradiction  to  Aristotle  ?  It  may  Ix' 
permitted  to  me  who  am  concerned  that  two  thinkinjr 
heads  should  not  eay  Yes  and  No  about  the  same  matter, 
to  foist  this  exposition  upon  Diderot,  to  lend  him  thia 
subterfuge. 

But  rather  let  me  say  another  word  about  this  subter- 
fuge.    It  seems  to  me  an  evasion  and  yet  no  evasion.     Foi 

'  In  colling  the  tragic  character  particular,  I  suppose  it  oiily  less 
representative  of  the  kind  than  the  comic,  not  that  the  drauglit  of  so 
much  ohaxMte|&MiseODoenied  to  rcprcfecnt  should  not  be  general 
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obviously  the  word  general  is  taken  in  a  double  and  quite 
different  sense.  The  one  in  which  Hurd  and  Diderot 
deny  it  to  tragic  characters,  is  not  the  same  in  which 
Hurd  assents  to  it  for  them.  Certainly  the  subterfuge 
just  rests  on  this ;  but  how  if  the  one  exactly  excludes 
the  other  ? 

In  the  first  sense  a  general  character  means  a  character 
in  which  what  has  been  observed  in  one  or  more  indi- 
viduals, is  welded  together;  in  a  word,  an  overladen 
character.  It  is  more  the  personified  idea  of  a  character 
than  a  characterized  person.  In  the  other  sense  a  general 
character  means  a  character  in  which  a  certain  average,  a 
certain  mean  proportion  has  been  taken  from  many  or  all 
individuals ;  in  a  word  a  common  character,  not  in  so  far 
as  concerns  the  character  itself  but  in  as  far  as  the  degree 
and  measure  of  the  same  is  common. 

Hurd  is  quite  right  in  explaining  Aristotle's  KaOoXov 
as  generality  in  the  second  sense.  But  if  Aristotle 
demands  this  generality  as  well  from  the  comic  as  the 
tragic  characters,  how  is  it  possible  that  the  same  charac- 
ter can  also  possess  the  other  generality?  How  is  it 
possible  that  it  should  at  the  same  time  be  overladen  and 
common  f  And  even  granted  it  were  not  nearly  as  over- 
laden as  the  characters  in  the  censured  play  of  Jonson's, 
granted  it  might  still  represent  an  individual,  and  that 
examples  really  existed  that  it  showed  itself  as  strongly 
and  consistently  in  some  human  beings;  would  it  not 
therefore  be  yet  more  uncommon  than  is  permitted  by  the 
Aristotelian  generality  ? 

This  is  the  difficulty  !  I  here  remind  my  readers  that 
these  sheets  are  to  contain  anything  rather  than  a 
dramatic  system.  I  am  therefore  not  bound  to  resolve  all 
the  difficulties  I  raise.  My  thoughts  may  seem  less  and 
less  connected,  may  even  seem  to  contradict  themselves, 
■what  matter  if  only  they  are  thoughts  amid  which  may 
be  found  matter  for  individual  thinking  I  I  only  want 
here  to  scatter  Fermenta  eognitionis. 
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On  the  fifty-second  evening  Herr  Eomanns's  *  Brothen'  ^ 
was  repeated.  * 

Or  rather  I  should  say  the  *  Brothers  *  of  Herr  Eomaniu.  fl 
Donatns  remarks  on  tiie  occasion  of  the  'Brothers'  by  | 
Terence:  '*Hanc  diciint  fabulam  secnndo  looo  actam,  I 
etiam  turn  rudi  nomine  poetae ;  itaque  sic  prontinciatam,  i 
Adelphoi  Terenti,  non  Terenti  Adelphoi,  quod  adhno  I 
magis  de  fabulsd  nomine  poeta,  qnam  de  poetse  nomine  | 
fabula  commendabatur."  Herr  Eomanus  has  issned  his  i 
comedies  without  his  name,  but  his  name  has  got  known 
by  their  means.  Those  plays  of  his  that  have  kept  their 
place  on  our  boards  are  a  recommendation  to  his  name,  | 
which  is  named  in  provinces  in  Germany  where  without 
them  it  would  never  have  been  heard.  What  ill-fote  | 
kept  this  man  from  continuing  his  labours  for  the  stage 
until  the  plays  had  ceased  to  commend  his  name  and  his 
name  commended  the  plays  instead ! 

The  most  of  what  we  Germans  possess  in  the  domain  of 
helles-httrea  are  attempts  by  young  people.    Indeed,  the 
prejudice  is  almost  universal  among  us  that  it  only  befits 
young  people  to  labour  in  this  field.     Men,  it  is  said,   . 
have  more  serious  studies,  more  important  business  to   I 
which    Church    or    State    invites    them.      Verses    and   \ 
comedies  are  named  playthings ;  it  is  possible  that  they    ! 
are  not  useless  exercises  with  which  we  may  occupy    i 
ourselves  up  to  at  most  our  twenty-fifth  year.     As  soon    | 
as  we  approach  manhood  we  ought  carefully  to  dedicate    | 
all  our  strength  to  a  useful  profession.     If  this  profession 
leaves  us  a  little  time  wherein  to  write  something,  still 
we  ought  to  write  nothing  but  what  can  coexist  with    i 
its  gravity  and  its  civic  dignity ;  a  neat  compendium  of    \ 
the  higher  faculties,  a  good  chronicle  of  our  dear  native 
town,  an  edifying  sermon  and  such  like. 

Thence  it  arises  that  our  belles-lettres  have  such  a 
youthful,  ay  a  childish  appearance  compared  with,  I  will 
not  say,  the  literature  of  the  ancients,  but  even  com- 
pared with  that  of  all  modem  educated  nations,  and  that 
they  will  long,  long  retain  it.  It  is  not  actually  wanting 
in  blood  and  life,  in  colour  and  fire,  but  power  and  nerves, 
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marrow  and  bones  are  greatly  lacking.    It  la 
few  works  which  a  man,  practised  in  think:' 
take  up,  when  he  wishes  for  once  to  think  fc 
tion  and  invigoration,  outside  the  uniform  tedious  oircio 
of  his  daily  occupations.     What  nourishment  can  such  a 
man  find,  for  instance,  in  our  most  puerile  comedies? 
Puns,  proverbs,  jokes  that  can  be  heard  daily  in  the 
streets,  such  stuff  may  cause  laughter  in  the  pit  that 
enjoys  itself  as  best  it  can,  but  whoever  desires  to  be 
amused  beyond  mere  titillation,  whoever  wishes  to  laugh 
with  his  reason,  he  goes  to  the  theatre  once  and  never 
goes  again. 

Who  has  nothing,  can  give  nothing.  A  young  man 
just  entering  upon  the  world  himself,  cannot  possibly 
know  and  depict  the  world.  The  greatest  comic  genius 
shows  itself  empty  and  hollow  in  its  youthful  works ; 
Plutarch^  even  says  of  the  first  plays  of  Menander  that 
they  are  not  to  be  compared  with  his  later  and  better 
plays.  And  he  adds  that  we  may  thence  conclude  what 
he  would  still  have  produced  had  he  lived  longer.  And 
how  young  is  it  supposed  that  Menander  died?  How 
many  comedies  is  it  supposed  that  he  had  already  written  ? 
Not  less  than  a  hundred  and  five  and  not  younger  than 
fifty-two. 

None  of  all  our  deceased  comic  poets,  who  are  worth 
naming  lived  to  that  age ;  none  of  those  now  living  are 
as  yet  so  old ;  none  of  either  have  written  a  fourth  part 
as  many  plays.  And  should  not  criticism  have  the  same 
to  say  concerning  them  which  it  has  just  said  of  Menan- 
der ?    Let  her  only  venture  and  speak  out. 

But  it  is  not  only  the  authors  who  listen  with  dis- 
pleasure. We  have  now.  Heaven  be  praised,  a  generation 
of  critics  whose  highest  criticism  consists  in  making  all 
criticism  suspicious.  They  vociferate :  '*  Genius  I  Genius ! 
Genius  overcomes  all  rules!  What  genius  produces  is 
rules  ! "  Thus  they  flatter  genius ;  I  fancy  in  order  that 
they  too  may  be  held  geniuses.  But  they  too  evidently 
betray  that  they  do  not  feel  a  spark  of  it  in  themselves, 

>'Etit.    rris   ffvyicpUrtws   'Aptffr,   icat  Mtydy,  p.  1588.    Ed.  Henr. 
Btephani 
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when  they  add  in  one  and  the  same  hreath:  ^^Buki  1 
Oppress  genius."  As  if  genius  could  be  oppressed  by  i 
anything  in  the  world !  And  yet  more  by  something  ' 
that,  as  they  themselves  admit,  is  deduced  firom  it.  K(2  i 
every  critic  iir  a  genius ;  but  every  genius  is  a  bom  critia  ! 
He  has  the^*jfoof  of  all  "rules  within  himself.  He  ] 
compftehMldii,  temembers  and  follows  only  those  that  > 
expresjs :  his  feeliii'gd  in  words.  And  these  his  feelings  i 
expressed  iit  wbfds  should  be  able  to  limit  his  activity?  ^ 
Beason  ^ith  him  nbout  this  as  much  as  you  will,  he  only  I 
understands'  yoti  in  so  far  as  he  recognises  your  general  ^ 
axioms  in  a  momentarily  objective  case,  and  he  only  I 
remembeirs  this  particular  case,  and  during  work  this  . 
affects  his  powers  neither  lAore  nor  less  than  the  iremem-  | 
branch  oi'  a  felicitous  example  or  of  an  individual 
expetienci  would  do.  To  maintain  therefore  that  rules  ( 
a;iid  criticism'  can  oppress  genius,  means  to  maintain  in  i 
other  'W^tds,'^that  exalmple  and  practice  can  do  this;  I 
means'iiotbnly  limiting  genius  to  itself  but  even  to  its 
first  attempts. 

Theser  ^^kiae '  gentlemen  know  as  little  what  they  want 
when  they  lament  so  amusingly  over  the  unfavourable 
impression  which  criticism  makes  on  the  public.  They 
would  like  to  persuade  us  that  no  one  any  longer  thiiikB 
a  butterfly  bright  and  beautiful  since  the  large  magnify- 
ing glass  has  shown  us  that  these  colours  are  but  dust. 

•  "  Our  theatre,"  they  say,  "  is  yet  of  too  tender  an  age 
to  bear  the  monarchical  sceptre  of  criticism.  It  is  alriiost 
more  needful  to  show  the  means  how  the  ideal  can  be 
attained  than  to  demonstrate  how  far  we  are  still  removed 
from  that  ideal.  The  stage  must  reform  by  examples,  not 
by  rules.     It  is  easier  to  reason  than  to  invent." 

Now  does  that  mean  Clothing  ideas  in  words,  or  does  it 
not  rather  mean  seeking  thoughts  to  put  to  words  and 
finding  none  ?  And  who  are  they  after  all,  who  talk  so 
much  of  examples  and  invention  ?  What  examples  have 
they  ^  furnished  ?  What  have  they  invented  ?  The 
cunning  fellows  I  When  examples  come  before  them  for 
judgment  they  wish  for  rules ;  and  if  they  are  to  judge 
rules,  then  they  would  rather  have  examples.  Instead  of 
proving  that  a  criticism  is  false,  they  demonstrate  that  it 


!7a  96.]  DRAMATIC  NOTES.  483 

8  too  severe  and  then  think  they  have  neutralized  it. 
[nstead  of  confuting  a  line  of  argument,  they  note  that 
nvention  is  harder  than  reasoning  and  think  they  have 
X)nfated  it  I 

Whoever  reasons  rightly,  invents,  and  whoever  desires 
^invent  must  be  aUe  to  reason.  Only  those  whp  are 
lot  fitted  for  either  believe  that'  they  dan  separate  the 
me  from  the  other. 

But' why  do  I  detain  myself  over  these  chatterers?  I 
(vill  go  my  way  and  remain  regardless  of  what  the  grass- 
loppers :  chirp  by  the  roadside.  Even  a  step  aside  to 
srudi  them  is  too  much  honour.  The  end  of  their 
lummer  is  not  long  to  await. 

Therefore,  without  further  introduction,  to  the  com- 
nents  I  promised  to  make  on  the  occasion  of  the  first 
'epresentation  of  Herr  Eomanus's  '  Brothers.'  The  prin- 
cipal of  these  will  relate  to  the  changes  he  deemed  it 
leedfol  to  make  in  Terence's  fable,  in  order  to  bring  it 
learer  to  our  manners. 

What  indeed  can  be  said  in  general  as  to  the  necessity 
>f  such  changes  ?  If  we  find  so  little  objection  to  see 
Boman  or  Greek  customs  depicted  in  tragedy,  why  not 
dso  in  comedy  ?  Whence  uie  rule,  if  it  is  a  rule,  to 
place  the  scene  of  the  one  in  a  distant  land,  among  a 
strange  people,  and  to  place  the  other  in  our  homes? 
Whence  the  necessity,  which  we  impose  on  the  poet,  of 
depicting  in  the  former  as  accurately  as  may  be  the 
manners  of  the  people  among  whom  his  action  takes  place, 
when  we  only  demand  in  the  latter  that  our  own  manners 
be  depicted  by  him  ?  Pope  says  of  this,  that  on  first 
sight,  this  appears  mere  obstinacy,  mere  whim,  but  that 
it  has  its  reason  in  nature.  What  we  chiefly  seek  in 
comedy  is  a  faithful  picture  of  common  life,  of  whose 
fidelity,  however,  we  cannot  be  so  easily  assured  if  we  see 
it  disguised  in  strange  fashions  and  customs.  In  tragedy 
on  the  other  hand,  it  is  the  action  that  chiefly  attracts 
our  attention,  and  in  order  to  use  a  native  event  for  the 
sta^e  we  should  have  ix)  take  greater  liberties  with  the 
action,  than  a  well-known  history  permits. 


^^"1 


484  LESSING*S  FBOSE  WOBXS.  [Na  97.     I 

No.  97.  I 

This  Bolution,  strictly  speaking,  miglit  not  prove  satis-  I 
factory  in  all  plays.  For  admitting  that  foreign  manners 
do  not  meet  tne  requirements  of  comedy  as  well  as  native 
ones,  the  question  remains  whether  native  manners  do  not 
bear  a  better  relation  to  the  intention  of  tragedy  than 
foreign  ones?  This  question  is  not  answered  by  the  | 
difficulty  of  making  a  native  event  serviceable  for  the  ' 
sta^  without  too  marked  and  offensive  ohanges.  True,  I 
native  manners  demand  native  events,  but  if  with  these 
tragedy  attained  its  aim  more  easily  and  certainly,  then 
it  ought  to  be  better  to  surmount  aU  the  difficulties  that 
stand  in  the  way  of  this  treatment  than  to  fall  short  of 
the  essential  intention  which  is  unquestionably  its  aun. 
Neither  will  all  native  events  demand  such  marked  and  I 
offensive  changes,  and  we  are  not  obliged  to  treat  of  those 
that  require  them.  Aristotle  has  already  remarked  that 
there  can  and  maybe  events  that  have  occurred  exactly  in 
the  manner  the  poet  requires.  Since  such  however  are 
rare,  he  has  decided  that  the  poet  should  trouble  himself 
less  about  the  minority  among  his  spectators  who  are 
perhaps  instructed  concerning  the  exact  circumstances, 
than  about  discharging  his  duty.  I 

The  advantage  possessed  by  native  customs  in  comedy- 
rests  on  the  intimate  acquaintance  we  have  with  them. 
The  poet  does  not  first  need  to  acquaint  us  with  them ;  he  i 
is  therefore  relieved  from  all  requisite  descriptions  and 
hints,  he  can  at  once  let  his  personages  act  in  accord- 
ance with  their  customs  without  first  having  tediously 
to  describe  these  customs.  Native  customs  therefore 
facilitate  his  labour  and  enhance  the  illusion  of  the 
spectator. 

Now  wherefore  should  the  tiugic  poet  resign  this 
important  double  advantage?  He  too  has  reason  to 
facilitate  his  labour  as  much  as  may  be,  and  not  to 
squander  his  strength  on  side  issues  but  to  husband  it  for 
the  main  object.  For  him  too  all  depends  on  the  illusion 
of  the  spectator.  It  may  be  replied  that  tragedy  does 
not  greatly  need  customs,  that  it  can  completely  dispense 
with  them.     But  in  that  case  it  does  not  need  foreign 
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customs,  and  of  the  little  it  desires  to  have  and  to  show 
of  customs,  it  will  still  be  heiteT  if  these  are  taken  from 
native  customs  rather  than  &om  foreign  ones. 

The  Greeks  at  least  never  based  either  their  comedies 
or  their  tragedies  on  any  customs  but  their  own.  They 
rather  preferred  to  lend  foreign  peoples  their  Greek 
customs  when  they  drew  the  material  of  their  tragedies . 
from  abroad,  than  to  endanger  stage  effect  by  incompre- 
hensible barbaric  customs.  They  laid  little  or  no  weight 
on  costume — which  is  so  anxiously  regarded  by  our  tragic 
poets.  The  proof  of  this  can  manifestly  be  shown  in  the 
*  Persian  Women '  of  ^schylus,  and  the  reason  why  they 
held  themselves  so  little  bound  by  costume  is  easily  to  be 
deduced  from  the  intention  of  tragedy. 

But  I  am  plunging  too  far  into  that  portion  of  the 
problem  which  just  now  concerns  me  the  least.  Now 
-when  I  insist  that  native  customs  would  be  more  con- 
formable with  tragedy  than  foreign  ones,  I  assume  that 
they  unquestionably  are  so  in  comedy.  And  if  they  are 
80,  or  if  I  at  least  believe  that  they  are  so,  then  I  cannot 
do  otherwise  than  approve  the  changes  which  Herr 
Homanus  made  with  this  intention  in  the  play  of  Terence. 

He  was  right  to  transform  a  fable  in  which  such  speci- 
Ecally  Greek  and  Eoman  customs  are  so  intimately  inter- 
woven. The  example  only  retains  its  power  by  means  of 
its  inherent  probability,  which  every  one  judges  by  what 
is  most  familiar  to  him.  All  application  falls  away  if  we 
have  first  to  place  ourselves  in  strange  surroundings  with 
an  effort.  But  such  a  transformation  is  no  easy  matter. 
The  more  perfect  the  fable,  the  less  can  the  smallest  part 
of  it  be  changed  without  destroying  the  whole.  And 
woe  if  we  then  content  ourselves  with  patches  instead  of 
transforming  in  the  real  sense  of  the  word  I 

•  ...•• 

Nos.  101, 102,  103,  and  104. 

Numbers  a  hundred  and  first  to  fourth  ?  I  had  intended 
that  the  yearly  issue  of  these  papers  should  consist  of  a 
hundred  numbers.  Fifty-two  weeks — two  numbers  a  week 
makes  certainly  a  hundred  and  four.  But  why,  among 
all  workmen,  should  the  weekly  journalist  be  the  only 
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one  to  have  no  holidays?'  And  only  four  in  a  whole  yen  ] 
that  is  not  too  much !  | 

But  Dodsley  and  Company^  have  expressly  promised  a  J 
hundred  and  four  numbers  to  the  public  in  my  name.   I 
must  therefore  not  make  these  good  people  liars. 

The  only  question  is  how  am  I  best  to  set  about  it! 
My  material  is  already  cut  out,  I  shall  have  to  patch  or  to 
enlarge.  But  that  sounds  so  bungling.  There  occutb  to 
me, — ^what  should  have  occurred  to  me  at  once, — ^tbai 
habit  of  the  actors  to  let  a  little  play  succeed  their  chief 
representation.  The  play  may  deal  with  what  it  likes 
and  need  not  stand  in  the  least  connexion  with  the  pre- 
ceding. Suoh*an  after-play  then  may  fill  these  pages  which 
I  had  intended  to  have  spiared  to  myself.  | 

First  a  word  concerning  myself.    For  why  ahonld  not 
an  after-play  have  a  prologue,  beginning  with  a  *^  Foeti  \ 
cum  primum  animum  ad  scribendum  appulit "?    When  a  | 
year  and  a  day  ago  some  good  folk  in  this  place  oonceivBd  \ 
the  idea  of  trying  whether  something  more  could  not  be  ^ 
done  for  the  Grerman  theatre,  than  could  be  done  under 
the  management  of  a  so-called  director,  I  do  not  know 
how  it  was  that  they  thought  of  me  and  dreamed  that  I 
could  be  useful  to  such  an  undertaking.    I  was  just 
standing  idly  in  the  market-place,  no  one  wanted  to  hire  i 
me,  beyond  doubt  because  no  one  knew  how  to  use  me 
until  these  friends  came.     Until  now  all  occupations  of 
my  life  have  been  very  indi£Eerent  to  me ;  I  have  never  . 

?ushed  myself  into  any  or  offered  myself,  but  neither  have 
ever  refused  even  the  most  insignificant  to  which  I  felt 
myself  drawn  by  any  kind  of  predilection. 

Whether  I  would  concur  in  the  foundation  of  the  local 
theatre?  to  this  I  could  reply  easily.  My  only  reasons 
for  hesitation  were  these,  whether  I  coidd,  and  how  I 
could  best  do  so  ? 

I  am  neither  actor  nor  poet. 

It  is  true  that  I  have  sometimes  had  the  honour  of 
being  taken  for  the  latter,  but  only  because  I  have  been 
misunderstood.     It  is  not  right  to  draw  such  liberal 

>  [The  assumed  namo  of  the  piratical  reprinfcerB  of  Lessing'd  joanud 
— Tb.] 


N06.  101-104.]  DRAMATIC  NOTES.  \^    ^gg 

inferences  &om  the  few  dramatic  attempts  I  ^     X, 

Not  every  one  who  takes  np  a  brush  and  h  '^     "^^^ 

is  a  painter.  The  earliest  of  my  attempts  ^ 
that  time  of  life  when  we  are  but  too  apt  to 
nation  and  facility  as  genius.    What  is  tol  ^^ 

later  attempts  is  due,  as  I  am  well  aware,  simpiy  and  solely 
to  criticism.  I  do  not  feel  within  myself  the  living  spring 
that  works  itself  out  of  its  native  strength  and  breaks 
forth  out  of  its  own  strength  into  such  rich,  fresh,  clear 
streams.  I  must  force  everything  out  of  myself  by 
pressure  and  pipes.  I  should  be  poor,  cold,  shortsighted 
if  I  had  not  learnt  in  a  measure  to  borrow  foreign  treasures 
to  warm  myself  at  foreign  fires  and  to  strengthen  my  eyes 
by  the  glasses  of  art.  I  am  therefore  always  ashamed  or 
annoyed  when  I  hear  or  read  anything  in  disparagement 
of  critioism.  It  is  said  to  suppress  genius,  and  I  flattered 
myself  that  I  had  gained  j&om  it  soniething  very  nearly 
approaching  to  genius.  I  lun  a  lame  man  who  cannot 
possibly  be  edified  by  abuse  of  his  crutch. 

But  certainly  like  the  crutch  which  helps  the  lame  man 
to  move  from  one  place  to  another  and  yet  cannot  make 
him  a  runner^  so  it  is  with  criticism.  If  by  its  aid  I  can 
produce  something  which  is  better  than  another  who  has 
my  talents  would  make  without  it,  yet  it  costs  me  much 
time,  I  must  l)e  free  from  all  other  occupations,  must  not 
be  interrupted  by  arbitrary  distractions,  I  must  have  all 
my  learning  at  hand,  I  miist  be  able  calmly  to  recollect  at 
every  point  all  the  observations  I  have  ever  made  re- 
gar&ig  customs  and  passions.  Hence  for  a  workman  who 
is  to  furnish  a  theatre  with  novelties,  no  one  could  be 
worse  suited  than  I. 

Consequently  I  shall  take  care  to  refrain  from  doing  for 
the  Qerman  theatre  what  Goldoni  did  for  the  Italian,  to 
enrich  it  in  one  year  with  thirteen  new  plays.  Yes,  I 
should  leave  that  alone  even  if  I  could  do  it.  I  am  more 
suspiciouB  of  first  thoughts  than  even  John  de  la  Casa  or 
old  Shandy^  could  be.    For  even  if  I  do  not  hold  them  to 

'  ''An  opinion  John  de  la  Casa,  Archbishop  of  Benevento,  was 
afflicted  with,  which  opinion  was,  that  whenever  a  Christian  was 
writing  a  book  (not  for  his  private  amusement,  but)  where  his  intent 
and  purpose  was  honA  fide  to  print  and  puhlish  it  to  the  world,  his 
first  thoughts  were  always  the  temptations  of  the  evil  one.    My  father 
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temptations  of  the  evil  one,  either  of  the  real  or  the 
allegorical  devil,  I  still  think  that  first  thoughts  ard  the 
first  and  that  the  best  does  not  even  in  all  soups  swim  od 
the  top.  My  first  thoughts  are  certainly  not  better  ly  t 
hair's-breadth  than  anybody's  first  thoughts  and  anybody's 
first  thoughts  had  best  be  kept  in  the  ^tckgroimd. 

At  last  they  hit  upon  the  plan  to  use  that  in  me  whidi 
makes  me  such  a  slow,  or  as  my  more  energetic  friends 
deem,  such  a  lazy  ^vorkman ;  criticism.  And  thus  arose 
the  idea  of  these  papers. 

It  pleased  me,  this  idea.  It  reminded  me  of  the  Didas- 
kalia  of  the  Greeks,  t.e.  of  the  short  notices  of  the  kind 
which  even  Aristotle  thought  it  worth  while  to  write  on  the 
plays  of  the  Greek  stage.  It  reminded  me  how,  a  long 
time  ago,  I  had  laughed  over  the  highly  learned  Casaubon  I 
who,  from  sheer  reverence  for  the  solid  in  soholiunddp,  i 
conceived  that  Aristotle's  chief  aim  in  these  DidaskaUa  1 
had  been  the  rectification  of  chronology.^  For  in  very  I 
truth  it  would  have  been  an  everlasting  disgrace  to  Aria-  : 
totle  if  he  had  concerned  himself  more  with  the  poetical 
value  of  plays,  with  the  influence  of  customs,  with  the 
education  of  taste,  than  with  the  Olympiads,  than  with 
the  years  of  the  Olympiads  and  with  the  names  of  the 
archons  under  which  they  were  first  performed. 

I  had  had  the  intention  of  calling  my  journal  the*  Ham- 
burg Didaskalia.'  But  the  title  sounded  too  foreign  and 
now  I  am  very  glad  I  preferred  the  present  one.  What  I 
chose  to  bring  or  not  to  bring  into  a  Dramaturgy,  rested 
with  me ;  at  least  Lione  Allacci  could  not  prescribe  to  me. 


was  hugely  pleased  with  this  theory  of  John  de  la  Casa,  and  (had  it 
not  cramped  him  a  little  in  his  creed)  I  believe  would  have  given  ten 
of  tho  best  acres  in  the  Shandy  estate  to  have  been  the  broacher  of  it ; 
but  a^s  he  could  not  have  the  honour  of  it  in  the  literal  sense  of  the 
doctrine,  he  took  up  with  the  allegory  of  it.  *  Prejudice  of  education,' 
he  would  say,  4s  the  devil,*  &c."  (*Life  and  Opinions  of  Tristram 
Shandy,*  vol.  v.  p.  74). 

'  Animadv.  in  Athenseum,  lib.  vi.  cap.  7:  At5a(r/ta\/a  acoipitor 
pro  eo  Boripto,  quo  explicatur  ubi,  quando,  quomodo  et  quo  eventu 
fabula  aliqua  fuerit  acta. — Quantum  critioi  hac  diligentia  veteres 
chronologos  adiuverint,  soli  cestimabunt  illi,  qui  norunt  quam  iiifirma 
ot  tenuia  praBsidia  habuerint,  qui  ad  ineundam  fiigacis  temporis  mtionem 
primi  animum  appulcrunt.  Ego  non  dubito,  oo  potissimum  speotasw 
Ariatotelem,  cum  ZihatiKaXia*  anas  componcret. 
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But  the  learned  think  they  know  what  a  Didaskalia 
should  be  like,  if  only  from  the  extant  Didaskalia  of 
Terence  which  thiis  same  Casanbon  calls  hreviter  et  eleganter 
geriptas.  I  had  no  inclination  to  write  my  Didaskalia 
either  so  briefly  or  so  elegantly,  and  our  contempors^neous 
Casaubons  would  have  excellently  shaken  their  heads  when 
they  found  how  rarely  I  touched  upon  any  chronological 
drcumstance  that  could  at  some  future  period  throw  Hght 
on  an  historical  fact  when'  millions  of  other  books  should 
be  lost.  They  woxdd  have  searched  and  to  their  astonish- 
ment not  found,  in  my  pages,  what  year  of  Louis  XIV.  or 
XV.  first  saw  such  or  such  a  French  masterpiece  per- 
formed, whether  at  Paris  or  Versailles,  in  presence  of 
princes  of  the  blood  or  not  in  the  presence  of  princes  of 
the  blood. 

What  else  these  papers  were  to  have  been,  concerning 
this  I  explained  myself  in  my  preface ;  what  they  have 
really  become,  this  my  readers  know.  Not  wholly  that 
Trhich  I  promised  to  make  them,  something  different  and 
yet  I  think  nothing  worse. 

They  were  to  accompany  every  step  which  the  art  of 
the  poet  as  well  as  the  actor  should  take  here. 

Of  the  second  half  I  was  very  soon  weary.  We  have 
actors  but  no  mimetic  art.  If  in  past  times  there  was 
snch  an  art,  we  have  it  no  longer ;  it  is  lost,  it  must  be 
discovered  anew.  There  is  enough  superficial  chatter 
on  the  subject  in  various  languages,  but  special  rules, 
known  to  every  one,  pronounced  with  distinctness  and 
precision,  according  to  which  the  blame  or  the  praise  of 
an  actor  can  be  defined  in  a  particular  case,  of  such  I 
scarcely  know  two  or  three.  Thence  it  arises  that  all  our 
reasoning  about  this  subject  always  seems  so  vacillating 
and  dubious,  and  that  it  is  small  wonder  if  the  actor  who 
possesses  nothing  but  a  happy  routine,  feels  himself 
offended  by  it  in  all  ways.  He  will  never  think  himself 
praised  enough  and  will  always  believe  himself  blamed 
too  much ;  ay,  he  will  often  not  even  know  whether  he 
has  been  praised  or  blamed.  Indeed  the  observation  was 
made  long  ago  that  the  sensitiveness  of  artists,  with 
regard  to  criticism,  rises  just  in  that  ratio  in  which 
the  certainty,  precision,  and  number  of  their  ^rmav^Xssi 


.490  LESSINa'S  PROSE   WOEKS.       [Noa.  101-lM,    ^ 

TOgaiding  theix  art  decline.  This  mucli  in  my  own 
defence  and  in  defence  of  those  vdthout  whom  I  shtrald 
Dot  need  to  excuBO  myBolf. 

But  how  about  the  first  half  of  ray  promiB©?     Willi 
this   the  here  has  certainly  up  to  now  teen  Tcry  little 
taken  into  oonBideration ;   and  how  could  it  he?    The  | 
baniere  are  scarcely  opened  yet,  and  it  was  desired  to  see 
the  competitors  already  at  the  goal ;  at  a  goal  that  ©Tery 
moment  was  placed  further  and  further  away  from  them. 
If  the  public  asks,  "  What  has  been  done?"  and  answen 
itself  with  a  sarcastic,  "Nothing,"  then  I  ast  on  my  part, 
"  What  has  the  public  done  in  order  that  something  might 
be  achieved?"     Nothing  also,  ay.  and  something  watse 
than  nothing.     Not  enough  that  it  did  not  help  on  the 
work,  it  did  not  even  permit  to  it  ita  natural  liienxmrae. 
Out  on  the  good-natured  idea  to  procure  for  the  Germaos  t 
a  national  theatre,   when  wo   Germans   are   not  yet  * 
nation  1     I  do  not  speak  of  our  political  constitution,  but  k 
only  of  our  social  character.    It  might  almost  be  said  that  ' 
this  consists  in  not  desiring  to  have  an  indiTidnal  one.  We  I 
are  still  the  sworn  copyists  of  aU  that  is  foreign,  especially  I 
are  we  still  the  obedient  admirers  of  the  never  sufBcientlj  ' 
admired  French,     All  that  comes  to  us  from  beyond  the 
Ehine  ia  beautiful,  charming,  exquisite,  divine.    We  would 
rather  b«lie  onr  Bight  and.  hearing  than  find  it  oUiarffiDe.  * 
We  woTild .  rather  let  oarselveB  he  persi^dad  that  filnmn- 
nesB  is  muxmalraint ;  impndenoe,  grace ;  grimwe,  ezpree-  [ 
eion;  a  jingle  of  rh^es,  poetry;  howling,  musio;  tlunin  I 
the  least  doubting' the  enperiority  in  (jl. that ^ good,  i 
beautiful,  elevated  and  oorrect  which  this  amiable  pfiople,  ' 
this  first  people  in  the  ivorld,  as  they  are  in.tha  Iwst  of   , 
modestly  calling  themselves,  hare  received  from  joat  fate 
ae  their  portion. 

Bat  this  hciu  commumi  is  so  stale,  and  ita  neaxerapikli' 
cation  might  easily  grow  ho  bitter,  that  I  vfUl  i«thar  break 
off  &om  it. 

Instead  of  following  the  atera  which  the  ^rt  .of  .the 
draipatio  poet  might  have  taken  here,  I  was  oonee^aently 
obliged  to  lin^  over  those  that  it  would  have  previously 
1^  to  take,  in  order  afterwards  to  run, its. course  with 
larg^  and  more  rapid  strides.    They  were  the  steps  that 
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>ne  who  bas  lost  his  way  must  retrace  in  order  to  get 
)ack  to  the  right  path  and  keep  his  goal  straight  before  him. 

Every  one  may  boast  of  his  industry.  I  believe  I  have 
itndied  the  art  of  dramatic  writing,  and  studied  it  more 
ihan  twenty  who  practise  it.  I  have  also  practised  it  so 
kr  as  it  is  needful  in  order  to  be  able  to  speak  my  say ; 
br  I  know  well  that  as  the  painter  does  not  like  to  be 
>lamed  by  one  who  does  not  know  how  to  hold  a  brush, 
k>  it  is  with  the  poet.  I  have  at  least  attempted  what 
le  must  achieve,  and  can  judge  whether  that  can  be  done 
hough  I  cannot  e£fect  it  mysdlf. 

But  it  is  possible  to  study  until  one  has  studied  one- 
elf  deep  into  error.  What  therefore  assures  me  that  this 
las  sot  happened  to  me,  that  I  do  not  mistake  the  essence 
>f  dramatic  art  is  this,  that  I  acknowledge  it  exactly  as 
Aristotle  deduced  it  from  the  countless  masterpieces  of 
lie  Greek  stage.  I  have  my  own  thoughts  about  the 
>rigin  and  foundation  of  this  philosopher's  poetics  which 
[  could  not  bring  forward  here  without  prolixity.  I  do 
lot  however  hesitate  to  acknowledge  (even  if  I  should 
^erefore  be  laughed  to  scorn  in  these  enlightened  times) 
hsbt  I  consider  the  work  as  infallible  as  tiLe  Elements  of 
Budid.  Its  foundations  are  as  clear  and  definite,  only 
3ertainly  not  as  comprehensible  and  therefore  more  ex- 
posed to  misconstruction.  Especially  in  respect  to  tragedy, ' 
18  that  concerning  which  time  would  pretty  well  permit 
everything  to  us,  I  would  venture  to  prove  incontro- 
vertibly,  that  it  cannot  depart  a  step  from  the  plumb- 
line  of  Aristotle,  without  departing  so  far  from  its  own 
perfection. 

In  this  conviction  I  set  myself  the  task  of  judging  in 
letail  some  of  the  most  celebrated  models  of  the  French 
stage.  For  this  stage  is  said  to  be  formed  quite  in 
accordance  with  the  rules  of  Aristotle,  and  it  has  been 
particularly  attempted  to  persuade  us  Germans  that  only 
by  these  rules  have  the  French  attained  to  the  degree  of 
perfection  from  which  they  can  look  down  on  all  the 
stages  of  modem  peoples.  We  have  long  so  firmly 
believed  this,  that  with  our  poets,  to  imitate  the  French 
ivas  regarded  as  much  as  to  work  according  to  the  rulea 
Df  the  ancients. 
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Kevertholeee  this  prejudice  could  not  eternally  BtanS 
againet  our  feelings.  These  were  fortimately  roused  from 
their  Blumberg  by  Bome  Englieli  plays,  and  we  at  Inat 
experienced  thut  tragedy  was  capable  of  another  quite 
diflerent  effect  from  that  accorded  by  Comeille  and  Racine. 
But,  dazzled  by  this  euddea  lay  of  truth,  we  rebounded  to 
the  edge  of  another  prejudice.  Certain  rules  with  which 
the  French  had  made  us  acquainted,  were  too  obvionBiy  i 
lacking  to  the  English  plays,  Wbat  did  we  conclude 
thence  ?  This,  that  without  these  rules  the  aim  of  tragedy 
could  be  attained,  ay,  that  these  roles  were  eveii  at  fault 
if  this  aim  were  leas  attained. 

Now  even  this  deduction  might  have  passed.     But  with 
these  rules  we  began  to  confound  all  rules,  and  to  pronounce 
it  generally  as  pedantry  to  prescribe  to  genius  what  it 
must  do  or  leave  alone.     In  short  we  were  on  the  point! 
of  wantonly  throwing  away  the  experience  of  all  partfl 
times  and  rather  demanding  from  the  poet  that  each  aoiv^ 
I    should  discover  the  art  anew.  I 

I  should  be  vain  enough  to  deem  I  had  done  eomethinga 
meritorious  for  our  theatre,  if  I  might  believe  that  I  havoB 
discovered  the  only  means  of  checking  this  fermentation  ' 
of  taste,    I  may  at  IciiHt  flatter  myaelf  that  1  have  worked 
hard  against  it,  since  I  have  had  nothing  more  at  heart 
than  to  combat  the  delusion  oonoeming  the  Tegnlarity  of 
the  French  sta^.     Ko  nation  has  more  misapprehended 
I  the  rules  of  anoient  drama  than  the  French.     Tbey  have    | 
adopted  as  the  essential  some  incidental  remarks  made. by 
Aristotle  about  the  most  fitting  lextemal  division  of  drama, 
and  have  so  enfeebled  the  essentiaTby  all  manner  of  limita- 
tions and  interpretations,  that  nothing  else  oould  neces- 
sarily arise  there&om  but  works  that  remained  far  below 
the  highest  effeot  on  which  the  philosopher  had  reckoned 
in  his  roles. 

It  is  the  absolute  truth,  that  the  systematio  reprint  by 
vhich  it  has  been  sought  to  make  these  papers  more 
popular,  is  the  only  cause  why  their  publication  haa  been 
80  deferred  and  why  they  must  be  wholly  abandoned. 
Before  I  say  a  word  more  about  this,  I  may  be  permitted 
to  dear  myself  of  any  guspioion  of  selfishness.  The  theatre 
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itself  has  paid  the  expenses  in  the  hopes  of  reoeiving  back 
%  considerable  portion  from  the  sale  of  the  paper.  I  lose 
aothing  by  the  failure  of  this  hope.  Neither  am  I 
stnnoyed  that  I  oannot  bring  forward  the  materials  I  had 
collected  for  the  continuation.  I  draw  back  my  hand  as 
vTillingly  from  this  plough  as  I  placed  it  there.  .  .  . 

I  cannot  and  will  not  deny  that  these  last  sheets  have 
been  written  almost  a  year  later  than  their  date  suggests. 
The  sweet  dream  of  founding  a  national  theatre  here  in 
Hamburg  has  already  faded,  and  as  far  as  I  have  now 
learnt  to  know  this  place,  it  might  be  the  very  last  where 
such  a  dream  could  ever  find  realization. 

But  that  too  can  be  all  the  same  to  me.  I  should  not 
like  to  appear  as  if  I  held  the  failure  of  efforts  in  which 
I  have  taken  part  a  signal  misfortune.  They  are  of 
no  particular  value  just  because  I  have  taken  part  in 
them.  But  how,  if  endeavours  of  greater  import  should 
fail  owing  to  the  same  ill-services  through  which  mine 
have  failed?  The  world  loses  nothing  because  I  only 
bring  out  two  volumes  of  dramaturgy  instead  of  five  or 
six.  But  it  might  lose  if  a  more  useful  work  by  a  better 
author  were  thus  hindered,  and  if  there  were  actually 
people  who  laid  express  plans  that  the  most  useful  work, 
begun  under  similar  ciroumstances,  should  and  must  come 
to  an  untimely  end. 
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Flower  Fruit  and  Thorn  Pieces. 

Trans,  by  Lieut. -CoL  Ewing.  3J.  6d, 
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2  vols.     y.  6d,  each. 

SallnBt,  Floras,  and  Velleius  Pater- 
cuius.    Trans,  by  Rev.  J.  S.  Watson. 
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on  the  Will  in  Nature.  Tr 
Mdme.  Hillebrand.     5^. 

Schouw's  Earth,  Plants,  anc 
Trans,  by  A.  Henfrey.     y, 

Schumann's  Early  Letters.  T 
May  Herbert,     y.  6d. 
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William  of  Kalnieslrary'B  Chronicle. 

Wright's  Dictionary  of  Obsolete  and 
Provincial  English.    2  vols.    y.  each. 
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